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ABSTRACT 
The Fiorello H. LaGuardia High School of Music and Art and Perfmming A1is in 
New York City was fonned through a merger of two existing mis high schools in 1961--
the High School of Music and Art and School of Perfmming A1is. Although the High 
School of Music and Ali ' s history has been well documented , no studies have 
documented the histories of the School ofPerfmming Arts and the Fiorello H. LaGuardia 
High School of Music and Art and Performing A tis. Therefore, this concise history of the 
development of the Fiorello H. LaGuardia High School ofMusic and A1i and Perfonning 
Arts in New York City fills a gap in cunent historical literature. 
Research questions focused on ( 1) the founding of the two independent 
perfonning arts high schools and their amalgamation into the Fiorello H. LaGuardia High 
School of Music and Art and Perfonning Arts; (2) key personnel and their role in 
facilitating the merger; (3) the shaping forces of the philosophies/missions/visions of the 
two independent high schools on the Fiorello H. LaGuardia High School of Music and 
Art and the Perfonning Aiis ; (4) how the music curriculum of the High School of Music 
and Art and School of Performing Arts helped shape the music curriculum of the Fiorello 
Vlll 
H. LaGuardia High School of Music and Art and Performing Arts, and (5) students ' 
musical activities throughout the school's history. 
Research methodologies included consulting primary and secondary sources and 
interviewing fonner and current administrators, students, alumni, friends , and other key 
persmmel from each of the three schools. 
I discuss music education challenges with implications for music educators and 
administrators, as well as political leaders and members of communities at large engaged 
in providing education at similar mis high schools. From the schools ' rich independent 
beginnings to their turbulent transitional years, where the amalgamation and relocation 
took nearly a quarter century to complete, the school remains a model for subsequent 
specialized arts high schools in the nation. 
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CHAPTER ONE 
INTRODUCTION AND BACKGROUND 
We must make the arts central in school curricula because encounters with the arts have 
a unique power to release imagination. Stories, poems, dance p erformances, concerts, 
paintings, films, plays--all have the potential to provide remarkable pleasure for those 
willing to move out toward them and engage with them. 3 
The Fiorello H. LaGuardia High School of Music and Art and Performing Arts 
(LaGuardia Arts HS) is an exemplary school where the mis, in particular music, are 
central to its curriculum. LaGuardia A1is HS in New York City was merged from two 
existing arts high schools in 1961 , namely, the High School of Music and Art (HSMA) 
and the School ofPerfonning Arts (SPA). Related literature regarding the HSMA and 
SPA is included in this dissertation to provide imp01iant context for the current school as 
it continues to provide an mis education to talented and gifted students. No studies to date 
have chronicled the histories of the SPA and LaGuardia Arts HS . Therefore, this study 
provides that concise history and addresses LaGuardia's place in the history of schools 
dedicated to music. These schools include conservatories, universities, and secondary and 
elementary schools. 
A review of institutional histories in music education revealed two categories, 
primary and secondary schools, and post-secondary institutions. Hist01ies of music 
education in primary schools are sparse. Although the literature shows that specialized 
schools for the atis seem relegated to secondary schools, some historians documented 
music education in public school systems that included primary grades. 
' Maxine Greene, Releasing the l muginution, Essays on Education, the Arts, und Socict! 
Chungc> . (San Francisco , CA: Jossey-Bass Publi ca tion, 1995), 27 . 
2 
Three secondary and seven post-secondary schools were established by 
immigrants or first generation Americans who wanted to continue the European music 
tradition in the US. All studies chronicled schools that aimed at providing high quality 
music education, although Eurocentric in scope, and secondary and post-secondary 
institutions often partnered with orchestras and living composers. Despite these 
institutions' early successes they struggled to train and educate musicians in non-Western 
classical styles of music. Budgets were typically problematic, as were facilities , and 
curriculum seemed to grow from the highly qualified faculty. In addition, secondary and 
post -secondary schools used lists of famous and successful graduates as evidence of their 
institution's success. 
Music education is an integral component of primary and secondary public 
schools' programs. While some school districts developed a graded music curriculum for 
kindergarten through 12 grades, two programs were established to provide music 
education for minority students4 . Music programs cmTently face challenges; for example, 
some schools are curtailing arts education in order to meet state and national high-stakes 
testing requirements in academic subjects. Even talented and gifted students in the arts 
attending specialized arts high schools are being affected. 
The New York City Department of Education (NYCDOE) identifies select 
schools as specialized academic high schools setting them apart from other 
4 African-Americans in New York City and Mexican Americans in East Los Angeles . 
Deloris Wallace Be1mett Brown, ''The Founding and Evolution of a School for the Boys 
Choir of Harlem: Choir Academy ofHarlem,'' (Ed D. , di ss ., Fordham University, 2006). 
Denise Alane Quan, ''A Documentary History of the Saturday Conservatory of Music at 
California State University, Los Angeles: 1967-!981.'. (MM thesis , University of Southern 
California , 2001 ). 
3 
comprehensive city public high schools, and recognizes LaGuardia A11s HS as its only 
specialized public arts high school. Admittance to the academic specialized high schools 
is based on a highly competitive entrance examination while students audition or submit 
an mi portfolio for LaGuardia Arts HS. Administration also scrutinizes an applicant's 
junior high school transcript as part of the admissions process. Despite these select public 
school arts programs, most education that specializes in music occurs at the post-
secondary level (i.e., conservatories, university schools of music & music depmiments). 
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secondary music schools established between 1865 and the early 1900s are known to 
exist. Additionally, there are two unpublished manuscripts, one chronicling the history of 
Boston Conservatory, 6 available at the conservatory's library, and another that chronicles 
the history of the Institute of Musical Ati, available at the Juilliard Library in New York 
City. 7 Other histories include five books on the founding and development of 
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A., diss. , Arizona State University, 2007). 
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of Music of Cinciru1ati." (Ed. D. , diss ., University of Cincinnati, 1946). 
Ray Edwin Robinson, "A History of the Peabody Conservatory of Music," (Ed. D. , diss. , 
Indiana University, 1969). 
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Boston University, 1963), 6-7. 
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5 
conservatories of music, 8 and a book on the history of Indiana University School of 
Music. 9 Conservatories in America emulated their European counterparts. That emulation 
endangered the continued success of some American conservatories, forcing board of 
directors and other key personnel to re-evaluate their institutions' philosophical 
objectives. Some conservatories succeeded in this endeavor while others did not, and they 
were forced to close. Financial difficulties and the lack of enrollment forced 
conservatories to merge, while others affiliated with universities. 
FitzPatrick's seminal study 10 provided an in-depth history of the origins of 
American conservatmies by effectively distinguishing the conservatory model from 
schools of music and music departments in tertiary education. The study documented the 
history of European conservatoires and their relationship to " the traditional conservatory 
of music and the institution as it evolved in the United States." 11 It also traced the history 
of Latin American and Canadian Conservatories," to better understand the European 
printed for The Juilliard School of Music, 1936). I am grateful to Jane Gottlieb, Juilliard ' s Library 
Archivist and Historian for all her assistance in making this material available for reading. 
8 Andrea Olmstead, Juilliard: A Histmy, (Chicago, ILL: University of Illinois Press, 
1999). 
Judith Kogan, Nothing But the Best: The Strugglefor Perfection at The Juil/iard School 
(New York City, NY: Random House, 1987). 
Bruce McPherson and James Klein, Measure by Measure: A History of New England 
Conservatmyfrorn 1867, (Boston, MA: New England Conservatory Publishers , 1995). 
Janet D. Schenck, Adventure in Music, A Reminiscence, Manhattan School of Music, 
1918-1960, 
(New York City, NY: Manhattan School ofMusic, 1961). 
Diana Bw·gwyn, SeFenty-Five Years of'The Curtis Institute o{Musir_·, (Phi ladelphia, P A: 
The Cwiis Institute of Music, 1999). 
9 George M. Logan, Th e Indiana University School o{Music: A Riston;, (Bloomington. 
IN: Indiana University Press: ILL, 2000). 
111 Edward Jolm FitzPatrick, Jr. , "The Music Conservatory in America, .. (D. M.A. diss. , 
Boston University, 1963). 
II Ibid. , 9. 
tradition and how Latin American conservatories upheld the European traditions while 
Canadian conservatories "developed along parallel courses with music schools in the 
United States." 12 FitzPatrick also chronicled the development of the hymn singing 
tradition in the British American Colonies and the Early Republic, along with opera, 
concert productions, instrument manufacture, and music composition. In his discussion 
on music publishing, he noted its success by the "end of the English rule" 13 in America. 
His chapter on "Conservatory Antecedents before the Civil War," traced the 
establishment of pre-American conservatories, and concentrated on the Boston Academy 
of Music. FitzPatrick explained, "Because of an expanding musical culture and the 
influence of European immigrants, especially those fi:om Gennan-speaking nations, the 
need for music conservatories became more pressing by the time of the American Civil 
W , 14 ar. 
FitzPatrick chronicled the establishment of four distinct American conservatories 
of the nineteenth century, namely Peabody Institute, Oberlin College and Conservatory, 
New England Conservatory, and the Boston Conservatory of Music, which are still in 
existence. He also documented the establishment, successes, and the eventual demise of 
eighteen institutions. 15 From this latter category FitzPatrick focused on the College-
12 Edward John FitzPatrick, Jr., ""The Music Conservatory in America, " (D . M. A. diss ., 
Boston University, 1963), 9. 
13 Ibid . 
14 Ibid. , 10. 
15 Chicago Musical Academy; Chicago Musical College; Chicago Musical College of 
Roosevelt University; Chicago Conservatory of Music ; The American Conservatory of Music; 
Hans Balatka's Academy ofMusical Art; Northwestem University School of Music; The 
Philadelphia Musical Academy; The Hahn Conservatory; The Zeckwer-Hahn Philadelphia 
Musical Academy; The Philadelphia Conservatory of Music; The Combs Broad Street 
Conservatory; The Sternberg School of Music ; The Cleveland Conservatory of Music; The 
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Conservatory of Music of the University of Cincinnati due to its "unusual 
development." 16 Histories of three renowned music schools established in the early part 
of the twentieth century, the Institute of Musical Art, Eastman School of Music, and the 
Curtis Institute of Music, 17 concluded his study. 
While FitzPatrick placed each conservatory within its historical context, other 
studies have provided in-depth histories of several conservatories that were included in 
FitzPatrick ' s work. Some pre-dated and others followed his study. These include studies 
of Peabody Conservatory, 18 Boston Conservatory, 19 New England Conservatory, 20 
Cincinnati Conservatory ofMusic,21 College ofMusic ofCincitmati,22 College-
Conservatory of Music ofCincinnati,23 Cmiis Institute ofMusic,24 Institute of Musical 
Cleveland School of Music; The Detroit Conservatory ofMusic; The National Conservatory of 
Music , and other lesser institutions. Their histories may be found in Edward John FitzPatrick, Jr. , 
"The Music Conservatory in America," (D. M . A. diss ., Boston University, 1963), 408-510. 
16 Edward John FitzPatrick, Jr. , "The Music Conservatory in America," (D. M . A. diss ., 
Boston University, 1963), 10. 
17 Ibid. , 511-576. 
18 Ray Edwin Robinson, "A History of the Peabody Conservatory of Music," (Ed. D., 
diss. , Indiana University, 1969). 
19 Andrea Olmstead, "A History of The Boston Conservatory of Music," (Unpublished 
Manuscript , 1 985). I am grateful to Andrea Olmstead for her willingness to provide infonnation 
on how I could obtain a copy of this unpublished work. Gratitude is also expressed to Jennifer 
Hunt, Librarian at the Boston Conservatory of Music who sent me a copy of the manuscript. 
Gratitude is also expressed to Richard Bunbury who was the liaison between Andrea Olmstead 
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20 Bruce McPherson and James Klein, M easure by Measure: A History of N ew England 
Conservatory from J 867. (Boston, MA: New England Conservatory Publishers , 1995). 
21 
.John Lewis, Jr ., "'An Historical Study of the Origin and Development of the Cincinnati 
Conservatory of Music," (Ed. D. , diss ., University ofCincinnati , 1943). 
22 Vincent A. Orlando, "An Historical Study of the Origin and Development of the 
College of Music of Cincinnati. " (Ed. D. , diss. , University of Cincinnati, 1946). 
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1 Marian .To Souder, ''The College-Conservatory of Music of Cincinnati 1955-1962 , A 
History. '' (Master of Music Thesis , College-Conservatory of Music of the University of 
Cincinnati, 1970) . 
:'
4 Diana Burgwyn, Sew:'nfv Five Years o/The Curtis Institute o/Music. (Philadelphia , 
PA: The Curti s Institut e of Music, 1999). 
7 
Art,25 and Oberlin Conservatory.26 Other researchers provided detailed histories of The 
Juilliard School ofMusic and the Manhattan School of Music. Olmstead documented 
Juilliard ' s history,27 as did Kogan,28 and Schenk, founder of the Manhattan School of 
Music, documented its establishment from 1918 to 1960?9 
Olmstead assetied that Juilliard ' s history had never been documented until her 
study because: 
Peter Mennin and William Schuman had closed the archives and prohibited those 
interested in writing a history access to the School ' s records. Their restrictions on 
scholarly research lasted forty years (1945-1985). Such behavior begs a question, 
What did they wish to hide?30 
Dark moments are inevitable for any institution but Juilliard had many. 
Kogan ' s book31 was not a historical account ofThe Juilliard School in the 
traditional sense, but it provided insights into Juilliard's inner-workings from students ' 
perspectives. Kogan ' s work pre-dated Olmstead 's book32 by over a decade. Kogan, 
8 
25 Frank Damrosch, "Institute of Musical Ali~ 1905-1926," (New York, NY: Privately 
printed for Juilliard School ofMusic, 1936) . I am deeply grateful to Jane Gottlieb, Al-chivist and 
Historian at The Juilliard Library, Lincoln Center, New York City. She made it possible for me to 
read the book and to pemse the hand-typed Appendix, containing over a 1 ,000 pages in April 
2011. 
26 Richard Dean Sky1m, "Oberlin Conservatory: A Century of Musical Growth and 
Influence." 
(D. M. A. , diss. , University of Southern California, 1962). 
27 Andrea Olmstead, Juilliard, A History. (Chicago, ILL: University of Illinois Press, 
1999). 
28 Judith Kogan, Nothing But The Best: The Struggle For Perf€xtion ar The Juil/iard 
School. (New York City, NY: Random House, 1987). 
29 Janet D. Schenk, Adventure in Music: A Reminiscence: Manhattan School ofMusic, 
1918-1960. " (New York City, NY: American Printing Company, 1961). 
·
10 Andrea Olmstead, Juil!iard, A History. (Chicago, ILL: University of Illinois Press, 
1999), 4 . 
·
1 1 Judith Kogan, Nothing Bur Th e Besr.- Th e Struggle For Perfection at Th e Jui!!iard 
School. (New York City, NY: Random House, 1987). 
12 Andrea Olmstead, Juil!iard A Historv. (Chicago , lLL: University of Illinois Press, 
1999). 
9 
herself a Juilliard alumna, stated that once the school relocated to Lincoln Center in 1969, 
Mennin announced that the "school would not train musicians who would teach, it would 
train performers only."33 This further contributed to Juilliard's "cut-throat" mentality, 
upheld by faculty members, who protected their reputation by using their students as 
pawns in an unfair game of one-upmanship and trickery. Students ' pleas for faimess fell 
on deaf administrators' ears, as J uilliard ' s outer fa<;ade continued to lure prospective 
students. Peter Schickele caught the irony of Kogan's book, "Conservatory, mental ward, 
circus, zoo: It 's all there in Judith Kogan 's lively book .... A must read for both sadists 
and masochists."34 
Manhattan School of Music, in contrast to The Juilliard School, was not maniacal 
in the manner it taught and treated its students. Established in 1918 by Janet Schenk, the 
school ' s mission from its inception was to provide students of all ages, creeds, and 
differing financial backgrounds with the necessary tools to hone their musical skills in 
conjunction with providing them with a liberal mis education: 
It has been our desire to see that each student coming to us with a specialized field 
already chosen shall be assured of an opportunity to develop such art. ... It is 
expected tha:t he will be led to explore and assimilate other fields of thought 
which, though possibly not bearing directly on his skill , will grant him broader 
interests which will most certainly affect his general development as a person and 
deepen the understanding of his art. 35 
The school's philosophical objective and mission remains steadfast as of2011. 
'' Judith Kogan, Nothing But The Best: The Struggle For Perfection ar The Juilliard 
School. (New York City, NY: Random House, 1987), 6. 
'
4 Peter Schickele as quoted in Judith Kogan, Nothing But The Best: The Struggle For 
Perfection at Th e Jui//iard School. (New York City, NY: Random House, 1987). Back sleeve 
cover. 
:1) Janet D. Schenk, Adventure in Music: A Reminiscence: lvfanhatran School o(Music, 
1918-1960. ··(New York City, NY: American Printing Company, 1961 ). 81-82. 
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Gandre's study on seven successful American conservatories36 updated much of 
FitzPatrick's study. Gandre maintained that while there were similarities between 
American conservatories and their European counterpmis, two components set American 
conservatories apart from the European ones. One, the conservatmies were privately run, 
dependent on endowments, gifts and tuition, and secondly, they introduced non-music 
coursework into the cuniculum, "something unheard of in Europe, [which led to J the 
subsequent awarding of the Bachelor of Music Degree,"37 in the United States. 
Gandre focused on the Boston Conservatory, Cleveland Institute of Music, Curtis 
Institute of Music, The Juilliard School, Manhattan School of Music, New England 
Conservatory of Music, and the San Francisco Conservatory ofMusic, all institutions 
with humble beginnings who struggled for survival during the twentieth century, but 
resolved to remain open in the twenty-first century. Gandre concluded, "The remaining 
seven [ conservatoires] surp1isingly had new-found strength in tenns of admission and 
selectivity, reputation, and in some cases, endowment size,"38 at the tum of the twenty-
first century, enabling them to remain open. 
Washington Conservatory of Music is unique among all previously discussed 
institutions,39 because its mission and curriculum focuses on the Aftican-American music 
.l6 James Gandre, "And Then There Were Seven: An Historical Case Study of the Seven 
Independent American Conservatories of Music that Survived the Twentieth Century." (Ed. D. , 
diss ., University of Nebraska. 2001 ). 
"
7 James Gandre, "And Then There Were Seven: An Hi storical Case Study of the Seven 
Independent American Conservatories of Music that Survived the Twentieth Century." (Ed. D ., 
diss. , University of Nebraska. 2001 ), 9. 
38 Ibid . 
39 Sarah Can Liggett Schmallenberger, "The Washington Conservatory of Music. An 
African-American Musica l Experience: 1903-1941 ... (Ph. D., cliss. , University of Minnesota , 
2004). 
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tradition rather than on the European classical canon. Harriet Gibbs Marshall established 
the school in 1903. She was the first African-American to graduate from Oberlin, and 
while she was trained in the western European tradition and "cultivated"40 that tradition 
at the Washington Conservatory during its first seven years, "she also developed a course 
of study that transcended it, offering a course on Negro Music History and using black 
vernacular folk music to teach harmony. "4 1 Marshall discontinued using Oberlin as her 
model , and embedded in the conservatory's pamphlet a sentence that stated, "Negro 
Melodies should be preserved and developed."42 Marshall, through the conservatory 
wanted to prove "that black American music was uniquely capable of making valuable 
contributions to society and nation."43 
Generally, conservatoires prepare musicians for professional performing 
careers.
44 University music programs, in contrast, offer a liberal arts education45 and 
provide students with options of either pursuing a career in music teaching or in 
becoming professional musicians. Many state university music programs were 
established in the mid-1800s as nonnal schools to prepare high school graduates to 
40 Sarah Can Liggett Schrnallenberger, "The Washington Conservatory of Music. An 
African-American Musica l Experience: 1903- 1941." (Ph. D. , diss., University of Minnesota, 
2004), iv. 
4 1 Ibid . 
42 As quoted in Ibid. , 64. 
43 Ibid. 
44 According to Keene, "The aim of the conservatories was to produce excellent 
perfom1ers with broad musical backgrounds," in A History of Music Education in the United 
States. (Hanover, NH: Uni vers ity Press ofNew England, 1982), 278. 
45 The NEC explains the di ffe rence between conservatory-style training and university 
training on their website. "Conservatories are most appropriate for students who are quite focused 
on perfonnance or composition as a career. Colleges and universiti es, on the other hand , offer a 
much broader range of programs and majors and may requ ire additional general education 
courses as part of their curricu lum,,. accessed Jul y 4, 20 13, http ://necmusic.edu/apply-
nec/frequently-a sked-questions. 
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become teachers. Music was included in the normal school's cuniculum. When nonnal 
schools were reorganized into teachers ' colleges, which ultimately became state 
universities in the early part of the twentieth century, music became a major subject and 
was organized into its own depmiment or school of music within the university. For 
example, Southern Illinois University School ofMusic,46 Music Department of the 
Indiana University ofPennsylvania,47 and Crane School ofMusic at SUNY Potsdam,48 
were all established as nonnal schools. 
Normal schools were not an option for all American students who wished to study 
music. States had to establish separate nonnal schools to educate African-Americans, 
because prior to 1954, African-Americans were not afforded the same educational 
opportunities as whites inside or outside the state. Two studies documented the histories 
of these African-American institutions that provided music education to its students . 
Ulysses Grant Dalton Ill documented the establishment of the Music Department of the 
University of Arkansas at Pine Bluff,49 and Lori Shipley documented the establishment of 
the Music Department at Hampton Institute/ University respectively. 5° One other study 
exists by Reginald A. McDonald . He documented the history of the instrumental music 
46 Charles Lee Pierson, "A History of the Southern Illinois University School ofMusic: 
1874-1970. (Ph. D. , diss. , Southern Illinois University, 1970). 
47 Edward Roy Sims, "The History of the Music Department of the Indiana University of 
Pennsylvania , and its Contribution to Music Education. " (Ed . D., diss. , The University of 
Michigan, 1968). 
48 William Dolan Claudson, "The History of the Crane Department of Music , The State 
University of New York, College at Potsdam, 1884-1964." (Ph. D ., diss. , Northwestem 
Uni versity, 1965). 
49 Ulysses Grant Dalton III. , "The Music Depa1iment of the University of Arkansas at 
Pine Bluff: Its Developments and Role in Music Education in the State of Arkansas, 1873-1973." 
(Ph. D .. di ss. , University of Michigan, 1981 ). 
50 Lori Rae Shipley, '·A Hi story of the Music Department at Hampton 
Institute/Uni versity, 1868-1972. '. (D.M .A. , cli ss ., Boston University, 2009). 
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program within the school of music at Tennessee State University, 51 also established to 
educate African-Americans. The instrumental music program and its directors was the 
mainstay of the music department throughout the twentieth century. Shipley's parting 
words in her study were apropos, "any complete history of music education in the United 
States should include music education of all races and ethnicities."52 
Other state schools were established as a result of the Morrill Land-Grant Acts of 
1862 and 1890, which stipulated that land-grant institutions had to provide its students 
with both a "liberal and practical" education."53 These include the College Music on the 
Konza Prairie at Kansas State, 54 the University of Illinois School ofMusic,55 the 
Louisiana State University School ofMusic,56 and the School ofMusic at Michigan State 
U . . 57 mvers1ty. 
Florida State Universitl8 was not founded as a result of the Morrill-Land Act 
although it is a state university. Instead, the institution traces its origins to the 
5 1 Reginald A. McDonald, "The Aristocrat of Bands: A Historical Investigation of the 
Tennessee State University Instrumental Music Program and Its Directors." (The University of 
Alabama, 2009). 
52 Lori Rae Shipley, "A History of the Music Department at Hampton 
Institute/University, 1868-1972." (D.M.A., diss., Boston University, 2009), 331. 
53 Byron Jensen Williams, "College Music on the Konza Prairie: A History of Kansas 
State's Department of Music from 1863 to 1990." (Ph. D. , diss . Kansas State University, 1990), 
3. 
54 Ibid. 
55 Albe1i Dale Harrison, "A History of the University of Illinoi s School of Music. 1940-
1970." (Ed D., diss., University of Illinois at Urbana-Champagne, 1986). 
56 Brenda Gale Williams, ''A History of the Louisiana State University School of Music: 
1955-1979." (Ph. D. , diss., The Louisiana State University and Agricultural and Mechanical 
College. 1983). 
57 Jean H. Fickett, "A History of the School of Music at Michigan State University." (Ph. 
D. , diss. , Michigan State University, 2003). 
58 Marilyn Ruth Swingle, ·'A Hi story of the Florida State University School of Music." 
(Ph. D. , diss. , The Florida State University, 1973). 
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establishment of a seminary59 in 1857, which later became Florida's first liberal arts 
college in 1897. The school ofmusic was established in 1901. Swingle documented the 
establishment, growth, and development of the school of music but modified her study 
when she realized that any attempt to "present a comprehensive account of the Florida 
State University School of Music .. . would produce a report so voluminous and 
cumbersome,"60 that it would "obscure other more impmiant aspects of the study."61 
Two completed studies on university schools of music have been documented, 
one on the history of the University of Colorado College ofMusic,62 and the other on the 
history oflndiana University School of Music. 63 Histories documenting schools of music 
within religious institutions have also been chronicled. They are histories of the 
Augustana College Depatiment ofMusic,64 and the Benjamin T. Rome School of Music 
of the Catholic University of America.65 Additionally, one history documents the only 
military music school in the country, the An11ed Forces School of Music,66 which serves 
59 Swingle did not provide the seminary' s religious affiliation. The seminary was named 
City Seminary, State Seminary ofTallahassee, and West Florida Seminary at one time. Marilyn 
Ruth Swingle, "A History of the Florida State University School of Music." (Ph . D., diss ., The 
Florida State University, 1973), 8. 
60 Marilyn Ruth Swingle, "A History of the Florida State University School of Music." 
(Ph. D ., diss., The Florida State University, 1973), 2. 
61 Ibid . 
62 Grant James Klausman, "A History of the University of Colorado Co ll ege of Music, 
1877-1951." (Ph.D. , diss ., University of Colorado, I 967). 
63 George M. Logan, The Indiana University School of Music: A History. (Bloomington, 
IN: Indiana University Press, 2000) . 
64 Greg A lan Handel, "The Augustana College Depmtment of Music, 1921 -1 973: A 
Hi story." (D.M.A. , diss., Arizona State University, 2007). 
65 Paul K. Scimonelli , ''A History of the Benjamin T. Rome School of Music of the 
Catholic University of America : 1950-2002." (D.M .A. di ss., Benjamin T. Rome School of Music, 
2003). 
66 Patrick M. Jones, '·A History of the Armed Forces School of Music.·· (Ph. D .. diss., 
The Pennsylvania State Universi ty. 2002) . 
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the Navy, Marine Corps, and Army music programs. 
LaGuardia Arts HS shares similar characteristics with some conservatoires, 
schools of music, and colleges of music. The school is an amalgamation of two 
institutions, the HSMA and the SPA that held opposing philosophies and missions. 
Therefore, the school struggled during the first few years as faculty and students of both 
independent schools fought against the unification as had personnel at the Augustana 
College Department of Music. Personnel from the Institute of Musical Art resisted the 
merger with the Juilliard Graduate School since Juilliard subsumed the smaller, more 
intimate Institute of Musical Art. SPA personnel resisted the merger with the HSMA for 
similar reasons. When The Juilliard School finally relocated to Lincoln Center it did so 
following a twelve-year delay due to construction and financial difficulties . When 
LaGuardia Arts HS finally relocated to Lincoln Center in 1984, it did so after nearly a 
quarter century of construction and fin ancial difficulties. 
When both the HSMA and SPA's music depat1ments were established in 1936 
and 1948 respectively, the chairpersons touted a Euro-centric music curriculum and 
music of other cultures and continents were not studied. Eventually, both schools relaxed 
their music cuniculum and introduced music of other cultures into their cun·iculum. 
African-American students at the HSMA demanded musical autonomy to counter-
balance the school ' s Euro-centric music cunicu lum in the late 1960s, as did students 
from Hampton Institute/University. The HSMA incorporated jazz music into the 
cuniculum in 1971 , and allowed other genres of African-American music to penetrate the 
16 
music department as did Marshall at the Washington Conservatory of Music. SPA 
introduced jazz studies into the curriculum in the early 1980s. 
Histories of Music Education in Primary and Secondary Schools 
Numerous publications have been written to document music education histories 
of post-secondary institutions. The same is not true for studies on the establishment and 
development ofmusic in primary and secondary schools. As of2011, only six studies 
have been completed in this category. 67 As with post-secondary institution studies, these 
six authors organized their studies chronologically. Within that chronology, specific 
topics were addressed such as personnel , facilities, curriculum, activities, and finances. 
Of the six studies, four documented the establishment of music programs within a 
specified public school system, namely, Cinci1mati's public schools,68 Sp1ingfield, 
Missouri 's public schools,69 Tewksbury, Massachusetts's public schools,70 and a unique 
67 Charles L. Gary, "A History of Music Education in the Cincinnati Public Schools," 
(Ph. D. , diss ., University of Cincinnati, 1951 ). 
Deloris Wallace Bennett Brown, "The Founding and Evolution of a School for the Boys 
Choir of Harlem: Choir Academy ofHarlem," (Ed . D. , diss., Fordham University, 2006). 
Paul Richard Saronson, "Specialized Urban High Schools of the Arts: A Comparative 
Study," (Ed. D. , di ss., Fordham University, 1991) . 
Marcia Abshiner Mahnken, "A Chronicle of Music Education Activities in the 
Springfield, Mi ssouri Public Schools: 1867-1939," (Ph. D ., diss ., University ofOklahoma, 1995). 
Christopher J. Brunelle, "Music Education in a Suburban Massachusetts School System 
A History of the Past; Recommendations for the Future." (MM thesis , University of 
Massachusetts Lowell, 2000). 
Denise Alane Quan, "A Documentary History of the Saturday Conservatory ofMusic at 
California State University, Los Angeles: 1967-1981." (MM thesis, University of Southern 
California, 2001 ), 4. 
68 Charles L. Gary, ·'A History of Music Education in the Cincinnati Public Schools. '· 
(Ed. D. , diss. , Teachers College of the University of Cincinnati, 1951 ). 
69 Marcia Abshier Mahnken, ··A Chronicle of Music Education Activities in the 
Springfield , Missouri Public Schools: 1867-1930."' (Ph .D., diss. , University of Oklahoma, 1995). 
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public school in New York City, the Boys Choir ofHarlem academy. 71 
In 1986, Walter J. Turnbull established a public school in Harlem, New York 
City, to educate members of the Boys Choir of Harlem. Turnbull wanted to provide at-
risk minority students with an alternative style education that would keep them away 
from potential hann of the Harlem streets and to ensure their academic success.72 The 
school was built on "the public school model,"73 and Turnbull ensured its 
"continuation . . .. by devising a partnership with New York City' s public school 
system."74 The school was unique because its students belonged to "an internationally 
renowned choir: The Boys/Girls Choir ofHarlem." 75 
One of the academy's early achievements was that it "continuously graduated the 
majmity ofits freshmen class within 4 years .... [and] well over 90% of each senior class 
[was] granted admission into an accredited college each year."76 The school continues to 
provide an altemative education for vocally talented minority students provided they pass 
the entrance audition. In her summative chapter, Brown suggested that further study is 
warranted on the Boys/Girls Academy of Harlem since the institution faced "a climate of 
7° Christopher J. Bnmelle, "Music Education in a Suburban Massachusetts School System 
A History of the Past; Recmmnendations for the Future." (MM thesis, University of 
Massachusetts Lowell, 2000) . 
71 Delores Wallace Bem1ett Brown, "The Founding and Evolution of a School for the 
Boys Choir of Harlem: Choir Academy of Harlem," (Ed. D. , diss., Fordham University, 2006) . 
72 
" I don ' t know when it happened but providing the boys with an alternative to the street 
became foremost in my mind . .. " Walter J. Turnbull as quoted in Ibid ., 89 . 
7
·
1 Delores Wallace Bennett Brown, ''The Founding and Evolution of a School for the 
Boys Choir of Harlem: Choir Academy of Harlem," (Ed. D. , di ss., Fordham University, 2006) , 6. 
74 Delores Wallace Be1mett Brown, "The Founding and Evolution of a School for the 
Boys Choir of Harlem: Choir Academy of Harlem," (Ed. D. , di ss ., Fordham University, 2006), 
176 . 
75 Ibid . 
7 ~> Ibid .. 11. 
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instability" 77 at the tum of the twenty-first century. 
Quan documented another unique music program that educated minority children 
that was established through the California State University78 in 1967. The Saturday 
Conservatory ofMusic at California State University's program attempted to 
"complement instrumental programs in the public schools by addressing the specific 
needs of Mexican American students in East Los Angeles."79 The program's inception 
was the result of Ellen Saunders' decision to "accept two temporary [teaching] positions 
during the summer of 1966,"80 in East Los Angeles. Saunders soon realized that "students 
in East Los Angeles were not as accomplished musically as other LAUSD students with 
whom she had worked."81 Saunders attributed this disparity to the following reasons: 
students were first and second generation Mexican-Americans who were "confronted 
with language barriers,"82 students came from low-income families making it nearly 
impossible for students to pay for private music lessons, and within the public schools, 
"reduced supervision and in-service training had diminished the quality of music 
education."83 At the time ofQuan's research, the university was slowly withdrawing its 
suppmi from the Saturday Program because of facility renovations. This adversely 
77 Delores Wallace Bennett Brown, "The Founding and Evolution of a School for the 
Boys Choir ofHarlem: Choir Academy of Harlem," (Ed. D., diss ., Fordham University, 2006), 
159. 
78 Denise Alane Quan, .. A Documentary History of the Saturday Conservatory ofMusic 
at Califomia State University. Los Angeles: 1967-1981." (MM thesis , University ofSouthem 
Califomia, 2001). 
79 Ibid. , 4. 
80 Ibid. , 26. 
81 Denise Alane Quan, ··A Documentary History of the Saturday Conservatory of Music 
at California State University, Los Angeles: 1967-1981. '' (MM thesis , University of Southem 
Califomia , 2001), 26. 
82 Ibid . 
~' Ibid .. 27. 
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affected the program 's class size and available course offerings. The conservatory's 
current status as of2011 is unknown. 
Although Saronson ' s studl4 is not a hist01ical document, it discusses LaGuardia 
Arts HS as one of three specialized mis high schools that provided students with a "pre-
professional , pre-conservatory program."85 The other two perfonning arts high schools 
were the New Orleans Center for Creative Arts, established in 1973 by several key 
educators, and the Duke Ellington School of the Arts in Washington DC, established in 
1974 with the assistance of Georgetown University. Saronson was principal of LaGuardia 
A1is HS throughout the 1990s, and his study provided valuable infonnation for this 
cunent study. 
Saronson ' s comparative study investigated three models of atis education. They 
were: 
1. A full academic and studio mis program with classes interwoven throughout 
the school day, 
2. [a school which offered] both academic and studio arts programs but 
separated into moming and afternoon blocks, and 
3. [a school which offered] only studio mis programs in a pull -out arrangement 
similar to that used in rural school areas . 86 
84 Paul Richard Saronson, " Specialized Urban High School s of the AI1s : A Comparative 
Study.·· (Ed. D. , diss ., Fordham University, 1991). 
S:' Ibid. , 5. 
86 Paul Ri chard Saronson, '·Speci alized Urban Hi gh Schools of the Arts: A Comparative 
Study.·· (Ed . D., cli ss., Fordham Uni vers ity, 1991). 
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Saronson concluded after many interviews with key personnel and hours of observing 
students, faculty, and administrators from each of the three schools that the separate 
arts/academic model was the best model for students' instruction in the performing arts. 
New York City 's Specialized Public High Schools 
As of2011, the NYCDOE operates nine specialized public high schools that 
"provide students with a unique opportunity to pursue special interests and to develop 
their talents."87 Admissions criterion is highly competitive, and students must be New 
York City residents in eighth grade or first-time ninth grade students to qualify for the 
entrance examination. 
Two successful perfonning and fine atis high schools in New York City were the 
HSMA (a specialized academic high school focusing on music and art instruction) and 
SPA (a vocational arts high school) established in 1936 and 1948 respectively. Prior to 
the HSMA's establishment in 1936, New York City had two specialized academic high 
schools that offered academically gifted students the oppmiunity to study math and 
science on an advanced level. Stuyvesant High School88 founded in 1904, and located in 
lower Manhattan, began as an academic and vocational training school for boys. In 1934, 
the school, in conjunction with Columbia University, established a system of entrance 
examinations. These exams detennined a student's aptitude for rigorous academic study 
in math and science. Brooklyn Technical High School, founded in 1918, also emphasized 
87 
"Specialized High Schools Student Handbook, " published by the New York City 
Department of Education, 20 I 0. 
SB So named after Peter Stuyvesant the last Dutch governor of New Netherland before it 
was transferred to England in 1664. 
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math and science excellence and offered drafting courses that prepared students for 
college or technical careers in industrial design. Two years after HSMA 's opening, the 
city established a third specialized academic high school, the Bronx High School of 
Science (1938) which, like Stuyvesant and Brooklyn Technical schools, emphasized 
excellence in math and science. These three specialized academic high schools are still in 
existence. Prospective students covet admission to Stuyvesant because it requires the 
highest achievement score on the specialized entrance examination. 
For more than four decades after its establishment, the HSMA remained the sole 
specialized music and ati high school not only in New York City but in the nation, and it 
became a model for subsequent specialized arts high schools. SPA also remained as the 
nation's foremost vocational arts high school. When Benjamin Steigman, HSMA's 
principal , surveyed superintendents of public schools in "thitiy of the largest cities"89 in 
1963, to ascertain if they would "assign their talented students for full development to a 
special school, or part of a school, if the funds were available,"90 the response was '·a 
definite no."9 1 Principals who worked in Cleveland, Los Angeles, Dallas, and Oinaha 
were ardent supporters of comprehensive high schools for all students despite their 
particular talents in the arts. Principals from Chicago, Atlanta, and San Francisco 
responded to Steigman's survey explaining that they were n.ot ·'planning to provide a 
separate accommodation for talented92 students at present" 93 (1963). Philadelphia ·was the 
SY Benjamin Steigman, Accent on Talent: NeH' York 's High School o/Music: und Art 
(Detroit , Ml: Wayne State University, 1964), viii. 
Yll Ibid. , xii. 
91 Ib 'd .. I . , VII. 
Y:! Talented refers to those students gifted in the arts. 
only city in 1963 that seriously contemplated establishing a specialized high school of 
music and art. Allen Wetter, Philadelphia' s Superintendent of Schools responded to 
Steigman's query as follows: 
In proportion as we serve the many we run the risk of failing a few: those 
endowed by nature with a high degree of intelligence, sensitivity, creative 
imagination--gifts which, if fully developed, can enrich the lives of all. ... We 
would like very much to establish a high school for the arts when funds become 
available .... 94 
Wetter wished Steigman and the HSMA every success for the future and added, "I 
earnestly commend you and your associates for the invaluable service rendered by the 
High School of Music and Art, and I wish you ever increasing success."95 
In the early 1970s three notable mis high schools were established: the High 
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School for the Performing and Visual Arts of the Houston Independent School District in 
1971, New Orleans Center for Creative Arts in 1973, and Duke Ellington School of the 
Arts, Washington DC, in 1974. In the 1980s two additional specialized arts high schools 
were established: the Los Angeles County High School for the Arts in 1985, and New 
World School of the A1is in Miami in 1987. In 2001, the NYCDOE established the Frank 
Sinatra School of the Arts, and in 2009, the Chicago Board of Education established the 
Chicago High School for the A1is (ChiArts). 
Acceptance into one ofNew York City's three specialized academic high schools, 
the HSMA and SPA was not without controversy. Schools in poor neighborhoods, 
minority and disadvantaged students felt discriminated against because they were not 
9
' Benjamin Steigman, Accent on Tu/enr: New York's High School of Music and Art 
(Detroit , Ml: W ayne State University , 1964), vii . Italics in the original. 
94 Allen H. Wetter in Ibid. , xii . 
95 Ibid . 
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afforded the same education as students from affluent communities. Parents of these 
communities often complained to the Board of Education (BOE) that these specialized 
high schools were elite schools and their complaints threatened the success of the 
specialized schools. Therefore, to preserve these schools' specialized status the New 
York State Legislature passed the Hecht-Calandra Act96 on May 25, 1971, effective 
January I, 1972. The Act preserved Stuyvesant, Brooklyn Technical, and Bronx 
Science's status as specialized high schools in math and science. It mandated the 
administration of a uniform entrance exam in math and science that had already been 
required by the city' s BOE. The Act also protected the HSMA and SPA. In keeping with 
the artistic mission of both schools, auditions for music, drama, and dance students, and 
the presentation of an art portfolio for art students, replaced the written examination of 
the specialized academic schools. Both HSMA and SPA personnel reviewed potential 
students' academic record as part of the audition process. 
96 The Act was introduced to the NYS Legislature by Senator John D. Calandra 
(Republican) and thi1ieen co-sponsors and Assemblyman Burton G. Hecht (Democrat) and fOiiy-
one co-sponsors on March 25, 1971 . Both Hecht and Calandra represented their Bronx 
constituents in Albany. The Act was fiercely debated by supp01iers and protestors. The protestors 
viewed the Act as furthering to keep the specialized high schools elitist refusing admission to 
black and Puerto Rican students arguing that the exam was skewed in favor of middle and upper 
class students. The supporters argued that the Act was necessary to protect the specialized schools 
which, if not passed could lead to the destruction of said schools, and parents would be forced to 
send their children to private schools or move to suburbia. Therefore, a provision was made in the 
Act stipulating that 14% of disadvantaged students could gain admittance to one of the 
specialized high schools through the Discovery Program, which was a non-examination and 
recommendation process . The Bill was passed by the Assembly on May 19, 1971 , with this 
provision but there was disagreement on the Senate floor concerning the provision for 
disadvantaged students. Suppo1iers of the Act argued that 14% was a higher acceptance number 
than for those who were admitted through the examination process. Finally, on May 25 , 197 1, 
Senate passed the Bill after the 14% stipulation was removed. The Bill made provisions for 
disadvantaged student s who had high potential , without those students " interfering with the 
academic level of' the speciali zed schools . Once approved by the Assembly the Bill was sent to 
the Governor for hi s signature. 
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Between 1982 and 2006, the NYCDOE established five additional specialized 
academic high schools to serve students not accepted into Stuyvesant, Brooklyn 
Technical, and Bronx Science. The merged HSMA and SPA, later identified as 
LaGuardia Arts HS, kept its specialized designation when they relocated to Lincoln 
Center in 1984. Table 1 identifies these five schools and their disciplines. 
Table 1 
Specialized High Schools Established 1982 - 2006 
School Year Established Focused Discipline 
Staten Island Technical 1982 Science, Math, Computers, 
High School Engineering, Humanities, 
Perfonning Arts 
High School for Math, 2002 Math and Science 
Science and Engineering at 
City College, Manhattan 
High School of American 2002 Ame1ican Studies 
Studies at Lehman College, 
The Bronx 
Queens High School for the 2002 Sciences 
Sciences at Y ark College 
Brooklyn Latin School 2006 Humanities and the Classics 
No te. These are all New York City Public Schools. 
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Interested students take the Specialized High Schools Admissions Test every fall 
in designated high schools around the city' s five boroughs. This test is a three-hour 
academic exam focusing on verbal and math skills. 97 LaGuardia Arts HS (the merged 
HSMA and SPA) requires an audition or a portfolio submission at the school every week-
end beginning in early November through mid-December. Approximately 30,000 
students took the academic exam in the fall of2010, hoping to gain admittance to one of 
the coveted specialized academic high schools the following fall. Nearly 11 ,000 students 
applied to LaGuardia Atis HS . Many New York City students take the academic exam, 
audition, and submit an mi p01ifolio hoping to increase their prospects of being accepted 
into a specialized high school. Students rank their school preferences at the onset of the 
academic exam. LaGuardia Arts HS is not listed on the specialized schools ' preference 
sheet because it utili zes a separate application form for its auditions but the school is 
included in the NYCDOE ' s overall statistics rep01i, which provides inf01mation to the 
general public on the number of applicants and the number of students offered admission 
to each of the specialized high schools. The report places LaGuardia Atis HS at the 
conclusion of the table because of its designation as a perfonning arts high school rather 
than a specialized academic high school. Table 2 shows the number of applicants who 
took the specialized academic exam and auditioned in fall 2009, along with the number 
of students who were offered admission for fall 2010. 
n The examination o ri g ina ll y included a sc ience section as well. 
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Table 2 
Applicants and Accepted Students at NYC's Specialized High Schools 
Number of 
Specialized High School Applicants Accepted Applicants 
Bronx High School of Science 19,587 1,044 
Brooklyn Latin School 14,529 572 
Brooklyn Technical High School 23 ,085 1,951 
High School for Math, Science and 18,741 228 
Engineering at the City College 
High School of American Studies 16,436 177 
at Lehman College 
Queens High School for the 16,597 143 
Sciences at York College 
Staten Island Technical 14,449 352 
High School 
Stuyvesant High School 24,704 937 
Fiorello H. LaGuardia High Pool of almost 962 
School of Music and Art and 11 ,000 
p :fl . A 98 er ormmg rts 
In 2001, Tony Bennett and his wife Susan Benedetto established the Frank Sinatra 
School of the Arts in Queens99 with the NYCDOE 's assistance. The school, although 
dedicated to arts education, is not considered one ofNew York City' s specialized high 
schools since it is not protected by the Hecht-Calandra Act, established in 1971. 
98 Official school title. 
'N Queens is one ofNew York City 's five boroughs. 
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Therefore, LaGuardia Arts HS remains New York City's sole specialized performing arts 
high school. 
Literature Related to HSMA, SPA, and the Merged School 
Publications related to the HSMA, SPA, and LaGuardia Arts HS were included in 
this discussion. Four fanner HSMA music students 100 documented their experiences at 
the school as did Benjamin Steigman, 101 the school's principal, who retired in 1959. 
Although the alumni provided glimpses of what life was like at the school while they 
attended, the school left an indelible imprint on them, both positive and negative, that 
they felt compelled to document their recollections within the covers of their books. 
Franklin J. Keller, founding principal of SPA, authored a book that described the various 
types of high school educational opportunities that were available to students during the 
first half of the twentieth century. Keller focused on the double-purpose high school that 
combined an academic and vocational education. 102 
Charles Fox is probably most well-known for his hit song, "Killing Me Softly," 
made famous by Roberta Flack in 1973 , and his theme songs to the TV hit shows "Happy 
10
° Charles Fox, Killing Me SoftZy.· My Life in Music. (Lanham, MD: Scarecrow Press 
Inc. , 2010). 
Janis Ian, Society 's Child, my autobiography . (New York City, NY: Penguin Group, 
2008). 
Itabari Njeri, Every Good-Bye Ain 't Gone: Family Portraits and Personal Escapades. 
(New York City, NY: Random House Inc., 1990). 
Donald Reeves , Notes of a Processed Brother. (New York City, NY: Pantheon Books, 
1971 ). 
10 1 Benjamin Steigman, Accent on Talent: New York 's High School of Music and Art. 
(Detroit , MI: Wayne State University Press, 1964) . 
1112 Franklin J. Keller, Th e Double-Pwpose High School: Closing the Gap between 
Vocutionul and Academic Preparation. (New York City: NY, Harper and Brothers Publi shers, 
1953). 
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Days," "Laverne and Shirley," and "The Love Boat." In 2004, Fox was inducted into the 
Songwriters Hall of Fame. He currently resides in Los Angeles and still composes. 
Fox grew up in the Bronx, and started learning the piano at age nine. His piano 
teacher, Nura Yurberg, prepared him for the auditions at both the HSMA and SPA. " I 
was accepted to both schools and chose Music & Art because it offered more of an 
academic background as well as a thorough background in music." 103 Fox described the 
impact the school had on him as follows: 
Music & A1i made an instant impression on me. The students filtered in from all 
fi ve boroughs and were accepted to the school on the basis of music ability or 
artistic ability for the fine arts program. A whole new world opened up for me. 
Here there were students like myself, who actually liked practicing their 
. 104 
mstruments . 
Mark Lawner, the school's composition teacher had an immense influence on 
Fox, whom he credits for making him take his academic courses more seriously. " It took 
only one teacher to tum that around for me and allow me to open up another side that 
sparked to the creative process and to learning about what went into musical 
composition." 105 One of Fox's highlights in that composition class was having his 
"scherzo for clarinet and piano perfonned at the school's semi-annual conceti." 106 After 
graduation, Fox continued taking private composition lessons with Lawner, who wrote a 
letter of recommendation on Fox's behalf to study with Nadia Boulanger at 
Fontainebleau in 1959. Fox initially thought of staying in France for only the summer. He 
105 Charles Fox, Killing Me Soft!v Mv Life in M usic. (Lanham, MD: Scarecrow Press 
Inc. , 2010), 4 . 
10~ Ibid . 
I ll) Ibid ., I 0. 
106 Ibid ., II . 
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stayed for two years. 
That Fox is indebted to the HSMA is obvious because he returns to LaGuardia 
Arts HS often to teach composition classes with current students encouraging them in 
much the same manner as he was encouraged by Lawner. Fox also established a 
scholarship, "with the sole stipulation that the chosen composition each year should be 
perfonned at the semi-annual conceti. I wanted every hopeful composer to have the same 
thrill and encouragement that I experienced." 107 
In December 2009, Fox ananged a special fund-raising concert for LaGuardia 
Atis HS to help alleviate budgetary cuts imposed by the city' s Department of Education, 
and in May 2010, he donated an original score of "Killing Me Softly," which he signed, 
to the school' s annual fund-raising auction. 
In contrast to Fox's positive recollection ofhis time at the HSMA, Ian ' s story was 
remarkably different. Hers was scatTed by recollections of what happened when adults 
became jealous of talented youngsters . Ian was, and remains, a talented singer, whose 
career began at age fifteen before she entered the school in 1965. Already attending 
Commerce High School, a general education high school, located in Lincoln Square, 
Manhattan, Ian could not embrace the educati on they were offering her. One day, she 
heard about the HSMA, obtained an application, and began preparing for the audition. 
She was accepted but both the administration and faculty found difficulty in embracing 
her talent, especially her chorus teacher. Ian had already recorded her controversial folk 
107 Charles Fox, K illing Me Softly· My Lifi! in Music. (Lanham, MD: Scarecrow Press 
Inc., 20 I 0). 11 . 
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song, "Society's Child," and was in demand to perform and record her latest songs. 
By the time Ian ' s second album had been released, and the New York Times ' 
glowing review of her concert with the Philhannonic at Avery Fisher Hall had been 
printed in 1967, she realized she could not stay at the school. When the principal asked 
her to leave, she did . 
Njeri's memoir traced her often painful upbringing in Brooklyn and Harlem 
dming the 1950s and 1960s because of the racism she and her family endured like so 
many other West Indian immigrants at that time. She attended the HSMA in the late 
1960s and graduated in 1970. Her bi1ih name was Jill Moreland. Unlike Fox and Ian, 
Njeri did not continue with a career in music although she attempted to at one point. Njeri 
was accepted into the vocal department and was taught vocal music by Anna Ext and 
Sybil Mandel. 
Njeri documented her school experience in the penultimate chapter of her 
memoir. A West Indian in a predominantly white school, where the majority of the 
students were Jewish, Njeri set the social and political stage for her readers before 
revealing her personal story. Both threads interweaving, each impacting the other: 
Virtually every college campus in America in the late sixties and early seventies 
was lit by the fire of revolutionary rhetoric and defiant, nonconfonnist behavior. 
I was only in high school, but it was a school full of congenital nonconformists . 
Janice Ian ('Society' s Child," and "At Seventeen") epitomized it. ... Across the 
street from the high school campus, Black Panthers at City College were 
protesting, with others, U.S . racism at home and imperialism abroad: Get out of 
Vietnam. End U.S. supp01i for South Africa .... It did not take me long to get 
caught up in the political fervor. I was sixteen. I wanted the approval of my peers 
and , appropriate to the age, was breaking out of the world defined for me by my 
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parents, both of whom were essentially Victorian. 108 
Njeri stressed the importance the school put on the European classical tradition. 
"This is the basis of good vocal technique for any singer," 109 touted Njeri, while exposing 
a weakness in an otherwise stellar music curriculum. "Perfonning anything outside of the 
classical repertoire was viewed with contempt by most of the musical establishment. 
There was no such thing as a jazz vocal music major in American schools when I was a 
student. .. . All this added to my adolescent confusion." 110 Njeri won the school ' s vocal 
music award the year she graduated. 
Njeri 's recollection ofher time at the HSMA during the school 's most turbulent 
period was, to a large extent, tempered by the realization that she was the product of a 
pmiicular period in time and that others like her had similar experiences. Reeves was also 
a West Indian, and attended a private boarding school in Jamaica until he was twelve. 
The school was an "integrated private boarding schoo1." 111 At the time, Reeves knew 
nothing about "calling people white or black," 11 2 people were people. Born in Detroit, 
MI, in " 1952, a second-class citizen of the United States of America .. .. Mom Reeves sent 
me to the West Indies so that I could grow up away from America' s racial 
discrimination." 11 3 Little did Reeves know at the time that he would become the 
108 ltabari Njeri, Eve1y Good-Bye Ain't Gone: Family Portraits and Personal Escapades. 
(New York City, NY: Random House Inc., 1 990), 204. 
109 Ibid ., 214. 
11 0 Ibid. 
111 Pamela Howard in the NeVI · York Post: The Storm at Music and Art Rages Over One 
Youth. (June 4, 1969), n .p. 
11 2 Donald Reeves as quoted in, Pamela Howard, New York Post: The Storm at Music and 
Art Rages Over One Youth. (June 4, 1969), n.p. 
1 1.
1 Dona ld Reeves, Notes o/"o Processed Brother. (New York C ity, NY : Pantheon Books, 
197 1 ), 5-6. 
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spokesperson for New York City's 275,000 high school students, fighting for and 
organizing their Students ' Bill of Rights. As he did, he realized that "our schools are run 
like prisons and that all students, in a sense, are "niggers."" 114 
Like Njeri, Reeves portrayed the HSMA during one of its darkest period. 
Newspaper accounts 115 supports Reeves' writing, as does a WCBS/TV News broadcast 
entitled "Public Hearing." Reeves appeared on television on May 10111, 1970, 116 to debate 
the Board of Education's upcoming Students ' Bill of Rights vote with Walter J. Degnan, 
then president of the Council of Supervisory Associations. Fmiher accounts of Reeves' 
time at the HSMA are documented in Chapter Five. 
book: 
Benjamin Steigman wrote the following inscription on the dedication page ofhis 
To the graduates of the 
High School ofMusic and Art 
-my "Boys and Girls"-
vvho made memorable 
my years With them in 
'' The Castle on the Hill " 
B. M. S. 11 7 
The school is still in existence and is the topic of this historical dissertation. 
114 Donald Reeves, Notes ofa Processed Brother. (New York City, NY : Pantheon Books, 
1971 ), Inside Sleeve. 
115 Th e New York Times: Th e Daily News: The New York Post; Amsterdam News and Th e 
Village Voice to name but a few. 
116 Reeves printed the entire transcript of this half hour program in hi s book in the 
chapter, '·Debating the Man. '' The transcript was " reproduced with permission of Columbia 
Broadcasting System, Inc . in Ibid. , 319-333 . 
117 Benjamin Steigman, Accent un Talent: New York 's High School a/Music and Art. 
(Detroit, Ml: Wayne State University Press, 1964), Dedication Page. 
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Since Steigman meticulously chronicled the school's first quarter century, the 
information he provided will act as foundation to this dissertation because it chronicles 
the history of the HSMA from its inception in 1936 through its merger with SPA in 1961. 
When the book went into print, Steigman' s Postscript included infancy negotiation 
details pertaining to the eventual merger of the HSMA and SPA at Lincoln Center. 
Steigman believed this merger could benefit both schools: 
... . The story of HSMA is also a tribute to New York City and to its board of 
Education . .. . And to that story there will , hopefully, be added more chapters, as 
joined by the High School of Performing Arts, HSMA occupies a new building 
to become part of the Lincoln Center for the Perfonning Arts. 11 8 
Franklin J. Keller studied the nation ' s different types ofhigh schools that existed 
during the first half of the twentieth century, and documented their effectiveness in 
preparing students for life-long careers. Comprehensive high schools, found in America ' s 
mid-sized towns were, in Keller' s opinion problematic, because their "primary aim [was] 
college admission." 11 9 If these types of schools offered any vocational training, they were 
"looked-down-upon," 120 as "academically trained teachers [did] not understand and [did] 
not like "shops."" 12 1 The general vocational high schools, found in the nation' s larger 
cities were, in Keller' s opinion, "much more successful," 122 than the comprehensive high 
schools. However, these schools proved problematic because they tended to neglect the 
118 Benjamin Steigman, Accent on Talent: New York 's High School o(Music and Art. 
(Detroit , MI: Wayne State University Press, 1964), xiii 
11 9 Franklin J. Keller, Th e Double-Purpose High School: Closing the Gap between 
Vocational and Academic Preparation. (New York City: NY, Harper and Brothers Publishers, 
1953), 11-12. 
L'o Ibid. , 12. 
12 1 Ibid. 
122 Franklin .J. Keller, The Double-Purpose High School: Closing the Gap betvveen 
Vocarional and Academic Preparation. (New York City: NY, Harper and Brothers Publi shers, 
1953), 12. 
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academic program. Keller's solution to the academic versus vocational dichotomy was 
the establishment of the double-purpose high school, of which there were twelve 123 at the 
time of Keller's study, which provided students with equal academic and vocational 
preparation. Keller, a staunch supporter of this type of school stated, "If you add 
academic preparation to vocational preparation you have EDUCATION [emphasis 
Keller ' s]." 124 Keller's book is an important primary source for this dissertation because it 
provides a detailed desCliption of the various types of high schools that existed during the 
first half of the twentieth century. 
Rationale for the Study 
Documenting institutional histmies is an important area of study because it 
provides a more complete understanding of music education in general, and the role of 
the institution in it. According to Heller and Wilson, historical research in music 
education is valued because it "provide[ s] a complete and accurate record of the past [and 
it] establish[es] a basis for understanding the present and planning for the future. " 125 The 
123 Metropolitan Vocational High School ' s SPA Division, New York City, Mont Pleasant 
High School , Schenectady, NY, Vocational-Technical High School, Bayonne, NJ, Cass Technical 
High School , Detroit , Michigan, Boys ' Trade and Teclmical High School , Milwaukee, 
Wisconsin, San Antonio Vocational and Technical High School, San Antonio, Texas , Paul Hayne 
Vocational High School , Birmingham, Alabama, Gerstmeyer Technical High School , Terre 
Haute, Indiana, Derry Township Vocational High School, Hershey, Pennsylvania, Joliet 
Township High School and Junior College, Joliet , Illinois, Hadley Technical High School, St. 
Louis, Missouri , and Williamsport Senior High School, Williamsport , Pe1msylvania. 
124 Franklin J. Keller, The Double-Purpose High School: Closing the Gap between 
Vocational and Academic Preparation. (New York City: NY, Harper and Brothers Publi shers, 
1953), Pref(rce. 
12
' George N. Heller and Bruce D. Wil son, "'Historical Research·· in Handbo ok ol 
Research on Music Teaching and Learning ed. Richard Colwell (New York, NY : Schirmer 
Books, 1992), 103. 
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same is true of institutional histories . Institutions did not appear from within a vacuum. 
Instead, their histories are intrinsically tied to individuals, events and occurrences that 
shaped their progression from those early years into what they have become today. 
Although some individuals within institutions would rather "forget their past and 
concentrate on the present and future," 126 it is precisely this past that has shaped their 
present existence and will inevitably guide them into the future. 
In her study on The J uilliard School of Music, Olmstead stated, "Juilliard ' s story 
is about both the people and the institution." 127 This is not unique to Juilliard. Each 
institution has had contributors who had indelible influences on the shaping of music 
depm1ments, and their "personal stories . . .. provide a human perspective unavailable 
through official rcpot1s and documcnts ." 128 One without the other provides only part of 
the whole. Therefore, documenting and recording these stories before they are lost 
forever is a must. LaGuardia Arts HS and its two sister schools have such conhibutors 
whose stories and influences on the shaping of each school ' s music departments have yet 
to be told. Their stories are included in this study. 
The HSMA and SPA have long since become defunct but their histories are very 
much alive within LaGuardia Arts HS. Admittance to both schools was based on a highly 
competitive audition process, both schools were established by first generation 
immigrants, they provided a stellar at1s education to its students as demonstrated by their 
126 Bruce McPherson and James Klein , Measure by Measure: A Histo1y of New England 
Cu n.l ermron ;f i-om J 867. (Boston , MA: New England Conservatory Pub . 1995), 8. 
127 Andrea Olmstead, Juilliard: A Histo1y. (Chica go, ILL: Uni versity of Illinoi s Press. 
1999), 2. 
1
,x Patri ck M. Jones, ·'A Hi story of the Armed Forces School of Music," (Ph. D. , di ss ., 
The Pennsylva nia State University. 2002), 23. 
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lengthy list of famous and successful alumni, and both schools ' music departments 
emphasized the Western European Classical music tradition. The HSMA finally 
established jazz studies in 1971 , while it took SPA another decade before incorporating 
jazz into its music cuniculum. Both independent schools struggled with less-than-perfect 
facilities and insufficient budgets, which proved problematic for LaGuardia Arts HS as 
well. 
Specialized atis high schools are unique within this country's public school 
system. The HSMA, established in 1936, has historical significance in that it was the first 
specialized academic high school in the nation that focused on music and art instruction 
that subsequently became a model for future mis schools. SPA, established more than a 
decade later in 1948, also has historical significance since it was the nation ' s first 
vocationally-based perfonning mis high school that prepared students for careers in the 
professional perfonning mis field of music, dance, and drama directly upon graduation. 
In 1961 , the Board of Education (BOE) merged both schools and created one specialized 
high school for the mis. The merged school , identified as the Fiorello H. LaGuardia High 
School of Music and the A1is, relocated to Lincoln Center in 1984. Key personnel from 
both schools questioned the BOE ' s rationale for merging a specialized academic high 
school focused in music and art instruction with a vocational arts school. 
At the conclusion ofhis study, Saronson stated, "Little attention has been given to 
the many specialized schools of the arts that have been established throughout this 
37 
nation." 129 This study filled the gap in literature by chronicling and documenting the 
history of LaGuardia Arts HS, which is a specialized high school for the perfmming arts. 
When LaGuardia Arts HS 's two independent schools were established in 1936 and 1948 
respectively, it was because Mayor Fiorello H. LaGuardia and Franklin J. Keller 
understood and valued the importance of arts education, which was lacking in city high 
schools at the time. In 1984, LaGuardia Arts HS continued that tradition of providing its 
students with a stellar arts education in conjunction with a full academic program. 
Alumni and current students stated that attending the school saved their high school 
careers because they would not have survived in a regular high school because of their 
artistic inclination. 130 The school was, and continues to be a safe haven for artistic 
individuals. 
Although some related histories have been written, they do not address 
specifically or concisely the music education challenges the school experienced. This 
dissertation provides that concise history and has implications for music educators and 
administrators, as well as political leaders and members of communities at large engaged 
in education at similar specialized arts schools. In addition, the nature of arts education is 
changing in this country, and educators, policy makers, and community members would 
129 Paul Richard Saronson, "Specialized Urban High Schools of the Arts: A Comparative 
Study." (Ed. D. , diss. , Fordham University, 1991), 131. 
uo Paula Washington interview by Peris Alban, May 4, 2010. Manhattan, NY. Les 
Marshak, M&A '59, interview with Peris Alban, March 1, 2010. Manhattan, NY. James Gold , 
M&A ' 55, interview with Peris Alban, May 8, 2010. Teaneck, NJ. Joshua Rifkin, M&A ' 61 , 
interview with Peris Alban, December 28 , 2009. Boston, MA. Marcia Slatkin interview by Peris 
Alban. February 16, 20 10. Manhattan, NY. Donna Dohe11y phone interview by Peris Alban. July 
30,2010. 
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benefit from a concise and exhaustive history for use in informing future decisions. Due 
to an emphasis policy makers and political leaders place on schools ' academic curriculum 
often at the expense of including an arts education, LaGuardia Arts HS, despite having 
faced both financial and academic challenges, continues to be an excellent example of a 
public high school that provides its students with a successful dual education program, 
i.e. combining both the atis and the academics. This dissertation provides that history. 
Purpose of the Study 
The purpose of this study is to document the history and development of the 
Fiorello H. LaGuardia High School of Music and Art and Performing Arts from its 
inception in 1936 and 1948, to the conclusion ofthe 2010-2011 academic school year. 
Research Questions 
The following research questions were answered through this study: 
1. What led to the founding ofthe High School of Music and Art? 
2. What led to the founding of the School ofPerfonning A1is? 
3. What led to the amalgamation of the High School of Music and Ali, and the 
School ofPerfonning A1is, into the Fiorello H. LaGuardia High School of 
Music and Ati and Perfonning Arts in 1961? 
4. How, if at all , did administrators and/or key faculty members facilitate the 
structural, curricular, and cultural merger of the High School of Music and 
Ati, and the School ofPerfonning Arts into the Fiorello H. LaGuardia High 
School of Music and A1i and Perfonning Arts? 
5. How did the two institutions ' philosophies, missions, and visions shape and 
influence the Fiorello H. LaGuardi a High School of Music and Art and 
Perfonning Arts? How, if at all, have they changed during the school's 
history? 
6. In what ways, if any, did the curriculum of the Fiorello H. LaGuardia High 
School ofMusic and Art and Performing Arts reflect the curriculum of the 
two schools from which it was created? How, if at all , has it changed? 
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7. What musical activities have music students at the Fiorello H. LaGuardia 
High School of Music and Art and Performing Arts engaged in throughout its 
history? 
Limitations of the Study 
This historical research on the inception and development of the Fiorello H. 
LaGuardia High School of Music and Art and Perfonning Arts from its establishment in 
1936 and 1948, through 2011 belongs uniquely to the Fiorello H. LaGuardia High School 
of Music and A1i and Perfonning Arts. Therefore, no pati of this study may be 
generalized to other specialized public mis high schools across the country. The historical 
aspects that led to the merger of the two schools as well as their individual histories were 
documented as a whole. When discussing personnel , curriculum, facilities, and the 
activities of the school , I focused on the instrumental music and vocal studios, omitting 
infonnation on the dance, drama, a1i, and technical theater studios--a possible area of 
future research. 
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CHAPTER TWO 
PROCEDURES 
Research in the history of music education is a comparatively young field, 
especially when compared with other forms of historical and educational research. Heller 
and Wilson contend that knowing: 
How music education fits into the history of education in general is a fascinating 
but little-studied problem. Educational histmians are generally unaware of 
music's role in the history of education in western civilization and the New 
World. Similarly, music educators are equally uninfmmed about education history 
and the ways in which music education has paralleled teaching and learning in 
I b . 13 1 ot 1er su ~ects. 
Heller and Wilson argue that cross-fe1iilization between educational historians and music 
education historians is a must because, "Music education does not occur in isolation; 
other events going on in the world impinges upon it. Music education has both 
antecedents and consequences, central and peripheral." 132 Historians who have addressed 
and traced the history of music education in America did so without situating it in the 
history of education in general. For example, George Hood's 1846 "A History of Music 
in New England," was likely the first history of music to be published in America 133 
where he documented the establishment and development of psalmody and church music 
instruction. Eighty-two years later, Edward Bailey Birge published his "History of Public 
School Music in the United States," 134 which; according to Heller and Wilson, "remains 
11 1 George N. Heller and Bruce D. Wil son, " Historical Research" in Handbook of 
Research on Music Teaching and Learning ed . Richard Colwell (New York, NY: Schirmer 
Books, 1992), I 05. 
112 Ibid ., 1 04. 
11
·
1 Ibid. , 102 
1q Thi s was first published in I 928. and was re-i ssued by MENC in 1966. 
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the single most important volume in the field ." 135 Allen P. Britton 136 continued historical 
research in the field of music education with studies concentrating on early American 
tune books. He "has given focus and direction to historical research in music education 
since 1949." 137 Despite these early contributions to music education histories, key 
historians such as Heller, Wilson 138 and Cox 139 believe: 
Present research needs to include revision of existing studies, application of new 
techniques, and cooperation with fields outside music education, especially 
musicology and educational history. Gaps remain in the present story of people, 
places, and ideas associated with music teaching and learning. New 
interpretations of old subjects are needed, es~ecially to discover the roles of 
ethnic and racial populations and women." 14 
Advances were made in the second half of the twentieth century when authors 
1.
15 George N. Heller and Bruce D. Wilson, "Historical Research" in Handbook of 
Research on Music Teaching and Learning ed . Richard Colwell (New York, NY: Schirmer 
Books, 1992), 102. 
136 Allen P. Britton was President ofMENC from 1960-1962, and was the founding 
editor of the Journal of Research in Music Education established in 1953. He served as the editor 
until 1972. He also founded American Music, in 1982, and served as its editor until 1985 . Britton 
was involved with the Yale Seminar on Music Education in 1963, was a consultant for the 
Juilliard Repertory Project from 1964-1969, as well as being a participant at the Tanglewood 
Symposium on Research in Music Education in 1967. He was both acting dean and dean at the 
School of Music of the University of Michigan, and was acting dean at Manhattan School of 
Music and the Peabody Conservatory of Music, respectively. Britton was elected to the MENC 
Hall of Fame in 1986, and was awarded the Senior Research Award by MENC in 1990. Britton 
died in 2003 in DeKalb, Illinois at the age of 88. "Allen Perdue Britton Papers," University 
Libraries, Special Collections in Performing Arts, Michelle Smith Performing Arts Library, 
University of Maryland. http ://www.lib.umd.edu/PAL/SCPA/britton.html (accessed June 30, 
2009). 
m George N. Heller and Bruce D. Wil son, "Historical Research" in Handbo ok of 
Research on Music Teaching and Learning ed. Richard Colwell (New York, NY: Schim1er 
Books, 1992), 102. 
1.
18 Ibid. 
119 Gordon Cox, "Transfom1ing Research in Music Education History" in MENC 
Handbook a( Research Methodologies ed. Richard Colwell (New York, NY: Oxford University 
Press, 2006), 73-94 . 
140 George N. Heller and Bruce D. Wil son, "Historical Research" in Ham/hook of 
Research on Music Teaching and Learning ed. Richard Colwell (New York, NY: Schirmer 
Books. 1992), I 02. 
42 
concentrated on the historical aspect of music education in American schools, tracing its 
roots and documenting its development. Key authors in this area include James A. 
Keene, 141 who authored books on the history of music education in the United States and 
Vermont in pat1icular; Michael L. Mark and Charles L. Gary, 142 who co-authored a book 
on the history of American music education, and Michael Mark, 143 who collected source 
materials from ancient Greece to the twenty-first century to support philosophical 
understandings of music education within the US. In addition to tracing the history of 
music education in general, other authors have focused their research on those music 
educators who have significantly contributed to the field of music education. Histmians 
144 d I b 145 .d h 1 George Heller an Caro Pem erton prov1 e two sue examp es, and several authors 
within the last two decades have documented the life and contributions of noteworthy 
music educators 146 who have influenced music education in some fashion, thus heeding 
141 James A. Keene, A History ofMusic Education in the United States 2"ct ed. (Hanover, 
NH: University Press of New England, 1987); Music and Education in Vermont, 1700-1900 
(Hanover, NH: Glenbridge Publishing Ltd., 1987). 
142 Michael L. Mark and Charles L. Gary, A History ofAmerican Music Education 2"ct ed. 
(Reston, VA: MENC Publication, 1999) . 
143 Michael Mark, Music Education: Source Readings from Ancient Greece to Today 2"ct 
ed. (New York, NY: Routledge, 2002). 
144 George Heller, Charles Leonhard: American Music Educator (New York, NY: 
Rowman & Littlefield Publishers, Inc. , 1995). 
145 Carol Pemberton, Lowell Mason: His Life and Work (Suffolk, UK: Boydell & Brewer, 
Ltd ., 1991 ). 
146 Mary Louise Jones, "Claude Thomas Smith, American Composer, Conductor, and 
Music Educator" (D.M .A., diss., University of Missouri-Kansas City, 1992). 
Eva Diane Lyle-Smith, "Nathaniel Clark Smith (1877-1934): African-American 
Musician, Music Educator and Composer" (Ph. D ., diss., University ofNorth Texas, 1993. 
Laura Elizabeth Parsons, "Kent Wheeler Kennan: American Composer and Music 
Educator" (D.M.A. diss. , The University ofNorth Carolina at Greensboro, 1998). 
Richard Francis Piagentini , ' 'John P. Paynter: A Biography ofNorthwestern 
University ' s Second Director of Bands ( 1928-1996 )" (D.M.A. , diss., Arizona State University, 
1999). 
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Heller and Wilson's charge to "narrate deeds worthy of emulation." 147 
Modern music historiography has origins in "eighteenth-century humanism of the 
Renaissance", 148 and Phelps noted, "Human beings have recorded events in various ways 
since nearly the beginning oftime," 149 and utilized different methods over the centuries to 
record their findings. Thucydides (second half of the fifth century B.C.) was known for 
his "eyewitness accounts," 150 which today is considered a primary source. 151 Twentieth 
Michael Paul Fanelli , "Paul Rolland: His Teaching Career and Contributions to String 
Pedagogy and Education" (Ed. D. , diss. , University of Illinois at Urbana-Champaign, 2001 ). 
Judy W. Moore, "Music Education in Prince George ' s County, Maryland, from 1950-
1992: An Oral History Account ofThree Prominent Music Educators and Their Times" (Ph. D., 
diss. , University of Maryland, College Park, 2004) . 
Shelly C. Cooper, "Marguerite Vivian Hood (1903-1992): Her Life and Contributions 
to Music Education" (D.M.A., diss., Arizona State University, 2004) . 
Marvin E. Latimer Jr. , "Harold A. Decker (1914-2003): American Choral Music 
Educator" (Ph.D. , diss., University of Kansas, 2007). 
Gary Wayne Barrow, "Colonel Earl D. Irons: His Role in the History of Music 
Education in the Southwest to 1958." (Ph. D. , diss., North Texas State University, 1982). 
Mary Foth Whalen, "Charles L. Gary: His Contribution to and Perspective on Music 
Education in the United States ." (D. M. A., diss ., Catholic University of America, 2008). 
Robin Michele Gamer, "The Life and Work of Dr. Lara Hoggard." (Ed . D. , diss ., 
Teachers College, Columbia University, 2003). 
Henry Stanton Tuttle, "Weldon Covington and the Development oflnstrumental Music 
in the Austin, Texas, Public Schools ." (Ph. D., diss. , The University of Austin at Texas, 1997). 
Lamar Todd Shiver, "Maxwell Steven Noah: The Father of Public School Music 
Education in Georgia ." (D. M.A. , The University of Georgia, 2001) . 
David Allan Weadon, "Clarence Dickinson (1873-1969) and the School of Sacred 
Music at Union Theological Seminary in the city ofNew York (1928-1973) ." (Ph. D., diss. , Drew 
University, 1993). 
147 George N. Heller and Bruce D. Wilson, "Historical Research" in Handbook of 
Research on Music Teaching and Learning ed . Richard Colwell (New York, NY : Schirmer 
Books, 1992) 103. 
148 James W. Pruett and Thomas P. Slovens, Research Guide to Musicology (Chicago, 
ILL: An1erican Library Association, 1985), 16 as quoted in Roger P. Phelps and others, A Guide 
to Research in Music Education 5'11 ed . (Lanham, Maryland : Scarecrow Press Inc., 2005) , 206 . 
149 Roger P. Phelps and others, A Guide to Research in Music Education 5111 ed. (Lanham, 
MD: Scarecrow Press Inc., 2005) , 206. 
150 Ibid . 
151 Primary Sources are "'direct reports of an event by an individual who actually observed 
or participated in it. '. Meredi th D. Gall , Joyce P. Gall , and Walter R. Borg, Educ(f/ ional Research: 
An introduction 8111 ed. (Boston, MA: Pearson Education lnc ., 2007), 110. 
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century historians examined the "cause and effect," 152 approach to historical data via 
interdisciplinary approaches. Rainbow and Froehlich added "oral history" 153 to the 
methodology along with psychohistory, comparative history, cooperative history, and 
intellectual and literary history.154 Despite various methodologies historians generally 
adhere to chronological approach when reporting their findings. 155 Although a historian 
may decide to follow a topical path, 156 these topics will, for the most part, be reported in 
chronological order in the final document. 
Organized both topically and chronologically, this study includes discussion of 
key events and topics . The challenges of merging the High School of Music and Art 
(HSMA) and School ofPerfonning Arts (SPA) wananted a treatment outside of a strict 
chronological sequence as documented in Chapter Five. Chapters Three and Four 
chronicle the founding and development of the HSMA and SPA respectively. Chapter 
Five chronicles the merger of the two schools in 1961 , while they continued to operate as 
two independent schools until 1984. Chapter Six chronicles the relocation ofboth schools 
to Lincoln Center in 1984, and continues the history of the Fiorello H. LaGuardia High 
School of Music and Art and Perfonning Arts (LaGuardia Arts HS) until 2011. Each 
152 Roger P. Phelps and others, A Guide to Research in Music Education 5 111 ed. (Lanham, 
MD: Scarecrow Press Inc., 2005), 206. 
15
.1 Edward L. Rainbow and Hildegard C. Froehlich, Research in Music Education: An 
Introduction to Systematic lnqui1y (New York, NY: Schim1er Books, 1987), 108 as quoted in 
Ibid. 
154 Paraphrased from Roger P. Phelps and others, A Guide to Research in Music 
Education 5' 11 ed . (Lanham, MD: Scarecrow Press Inc., 2005). 
155 Jules R. Benjamin, A Student 's Guide to HISTORY 1 O'" ed. (New York, NY: 
Bedford/St. Martin 's, 2007) , and Jacques Barzun and Henry F. Graff, Th e Modern Researcher 6'11 
ed. (Belmont, CA: Wadsworth Cengage Learning, 2004). 
156 As di scussed in Kenneth H. Phillips, E,p/oring Research in Music Education and 
Music Thempv. Chapter Four: Hi storical Research (New York, NY: Oxford Uni vers ity Press, 
2008) . 
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chapter includes topical discussions regarding the establishment and development of 
music curricula, educational philosophies, and school mission statements. Chapter Seven 
summarizes the aforementioned chapters concluding with suggested areas for future 
research. 
Restatement of Purpose 
The purpose of this study was to document the history and development of the 
Fiorello H. LaGuardia High School of Music and Ali and Perfonning A1is from its 
inception in 1936 and 1948, to the conclusion of its 2010-2011 academic school year. 
Research Questions 
The following research questions guided this study: 
1. What led to the founding of the High School of Music and Art? 
2. What led to the founding of the School ofPerforming Arts? 
3. What led to the amalgamation of the High School of Music and Ali, and the 
School ofPerforming Arts, into the Fiorello H. LaGuardia High School of Music 
and Art and the Performing Arts in 1961? 
4. How, if at all, did administrators and/or key faculty members facilitate the 
structural , cunicular and cultural merger of the High School of Music and Art, 
and the School of Perfonning Arts into the Fiorello H. LaGuardia High School of 
Music and Art and the Perfonning Arts? 
5. How did the two institutions ' philosophies, missions and visions shape and 
influence the Fiorello H. LaGuardia High School of Music and A1i and the 
Perfom1ing Arts? How, if at all , have they changed during the school ' s history? 
6. In what ways, if any, did the curriculum of the Fiorello H. LaGuardia High 
School of Music and Art and Perfonning Arts reflect the cuniculum of the two 
schools from which it was created? How, if at all , has it changed? 
7. What musical activities have music students at the Fiorello H. LaGuardia High 
School of Music and A1i and the Perf01ming Arts engaged in throughout its 
history? 
Introduction of Techniques and Sources 
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This historical research study traced the inception and development of the Fiorello 
H. LaGuardia High School of Music and Art and the Performing Arts (LaGuardia Arts 
HS). The merger of two independent perfonning arts high schools, HSMA, a specialized 
academic high school , which focused on music and art instruction, and SPA, a vocational 
high school that focused on music, dance, and drama instruction, fonned this specialized 
public high school for the arts in New York City. A history of this high school is "not 
only desirable but also necessary to fully document the unique qualities and major 
accomplishments ... as well as noting opportunities, problems or failures, " 15 7 as they 
pe1iain to the school. 
In any historical research study, the researcher must "read critically, think 
analytically, argue persuasively and write clearly." 158 In doing so, the recording of past 
events shed light on the present guiding the reader to "view the world through new 
lenses." 159 As of June 2011, I found no historical research regarding the high school since 
the 1 961 merger of the two independent schools; therefore, the "world" in this context is 
157 Adapted from Paul Scimonelli, ''A History of the Benjamin T. Rome School of Music 
of The Catholic University of America: 1950-2002'" (D.M.A. , diss. , The Catholic Uni versity of 
America, 2003), 3. 
158 Mary Lynn Rampolla, A Pocket Guide to Writing in His tOJy (New York, NY: 
Bedford/ St. Martin 's, 2007), 2. 
159 Ibid. 
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LaGuardia Arts HS, which has "importance, value, significance and relevance." 160 
I conducted archival research until attaining all necessary approvals for accessing 
essential primary sources. This included submitting a completed application to the 
Internal Review Board (IRB) at Boston University's Charles River Campus. I filed the 
IRB application after the College of Fine Arts Depatiment accepted the proposal in 
August 2009. Boston University's IRB Committee granted approval for study in October 
2009 (see Appendix A). LaGuardia Atis HS falls under the auspices of the New York 
City Department of Education (NYCDOE); therefore, I filed IRB paperwork with the 
department's Proposal Review Committee who approved the study in December 2009 
(see Appendix B). Prior to attending residency in August 2009, I requested permission to 
study the high school's establishment and development from the school ' s administration 
via email. In May 2009, I requested John Sommers ' (Assistant Principal in charge of the 
school's organization) permission to study LaGuardia Atis HS. Sommers granted 
approval in June 2009, pending final approval from the NYCDOE (see Appendix C). 
John Sommers wrote: 
LaGuardia HS itself acknowledges and approves of the fact that you will be 
conducting historical research on the school from its fonnative years to the 
present. The school will cooperate with you on this project to the fullest extent 
possible and we look forward to adding your research to our historical catalog.161 
Kim Bruno, principal of LaGuardia Atis HS signed necessary paperwork in April2010, 
granting me access to the high school after all approvals from the necessary agencies 
160 George N. Heller and Bruce D. Wilson. "'Historical Research" in Handbook of 
Research on Music Teaching and Learning ed. Ri chard Co lwell (New York, NY: Schirmer 
Books, 1992), 103. 
16 1 John Sommers, Dean, "Dissertati on Proposa l Acknowledgment , .. e-mai l message to 
author, June 19, 2009. 
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were granted (see Appendix C). All approvals required renewal; Boston University 
approved the IRB in September 2010, August 2011, and August 2012, and NYCDOE 
renewed the IRB approval in December 2010. Since all interviews with LaGuardia Arts 
High School personnel were concluded by spring 2011, NYCDOE's IRB Committee did 
not need to re-approve paperwork for document preparation. 
Techniques 
Several texts outlining historical research informed my methodology for this 
study. 162 I followed Heller and Wilson's protocols, which included choosing a topic, 
building a bibliography, establishing the context, gathering the evidence, verifying the 
d . . h d 163 D dd d. b . 164 h. . 1 sources, an wntmg t e ocument. anto a s recor mg rases to rstonca 
research protocols: 
In historical research, social beliefs and personal values abound on both sides: 
162 Louis Gottschalk, Understanding Histmy 2"cl ed. (New York, NY: Alfred A. Knopf, 
1969). 
Gilbert J. Garraghan, A Guide to Historical Method, ed. Jean Delanglez (New York, 
NY: Fordham University Press, 1946). 
Jacques Barzun and Henry F. Graff, The Modern Researcher 6111 ed. (Belmont, CA: 
Wadsworth Cengage Learning, 2004). 
Jules R. Benjamin, A Student 's Guide to HISTORY 10111 ed. (New York, NY: Bedford/ 
St. Martin's , 2007). 
Mary Lynn Rampolla, A Pocket Guide to Writing in History 5th ed . (New York, NY: 
Bedford/ St. Mmiin 's, 2007). 
Elizabeth Alm Danto, Historical Research (New York, NY: Oxford University Press, 
2008). 
Martha Howell and Walter Prevenier, From RELIABLE Sources: An Introduction ro 
Historical M ethods (Ithaca, NY: Cornell University Press, 2001 ). 
16
·' Taken from George N. Heller and Bruce D. Wilson, "Historical Research'" in 
Handbook o(Research on Music Teaching and Learning ed . Richard Colwell (New York, New 
York: SchirmerBooks, 1992), 103-107. 
164 Elizabeth Ann Danto, Historical Research (New York, NY: Oxford University Press, 
2008). 
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those canied by the researcher and those contained within the evidence. 
Invariably, the biases of the infonnation, the nanators, and other researchers must 
be weighed against each other ... 165 
LaGuardia Atis HS celebrated twenty-seven years of existence from 1984 to 
2011, making it possible to interview many living persons who remembered 
circumstances sunounding the merger of the HSMA and SPA (e.g., Richard Klein, 
Ptincipal , Gabriel Kosakoff, Assistant Principal for the Music Studio, Justin DiCioccio, 
who established the HSMA's first jazz cuniculum, and several music teachers). I 
employed the "snowballing technique," a method whereby infonnants "nominate others 
who can be studied ... [who have] similar characteristics," 166 to identify interviewees 
from a variety of groups, which included current administrators, students, alumni and 
fi·iends of LaGuardia Arts HS, active members of SPA's Alumni Group headed by Steve 
Lewis, as well as other key personnel. 
Phelps et al. provided guidelines for conducting interviews. These included 
inviting individuals to pmiicipate, preparing for the interview, arranging a pre-interview 
visit, conducting the interview, preparing a verbatim transcript of the interview, and 
. fi 1 . . 16 7 I 1 1 d I 71 r , . . I . I n8 .c prepanng a ma mtervtew copy. a so consu te t 1e text , 1vatura zstzc nquzry, 10r 
additional interview techniques, such as deciding on whom to interview, preparing for the 
165 Elizabeth Arm Danto, Historical Resean.:h (New York, NY: Oxford University Press, 
2008), 38. 
166 Marilyn Lichtman, Qualitative Research in Education : A User's Guide 
(Thousand Oaks, CA: Sage Publications, Inc. , 2006), 9, 118 . 
167 Roger P. Phelps and others, A Guide to Research in Music Education 5111 ed. 
(Lanham, MD: Scarecrow Press Inc., 2005), 2 16. 
168 Chapter l 0, ' ·Implementing the Inquiry, .. in Yvonna Lincoln and Egon Guba, 
Naturalistic Inqu iry (Thousand Oaks, CA: Sage Publications, 1985), 22 1-288. 
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interview, pacing and maintaining a productive interview, terminating the interview, and 
. . 1 169 gammg c osure. 
Source Material 
When conducting historical research, the historian has many and varied sources 
available for study. According to Danto, "today's researcher is encouraged to cast the 
widest possible net, including Intemet searches, oral history interviews, original 
documents, and three-dimensional objects along with archival research to make the 
historical study feel fresh, democratic, and inviting." 170 Danto includes realia 171 to the 
aforementioned list of sources. Guided by the research questions, I chose the best 
possible sources from the broad categories of primary and secondary sources. 
Primary Sources. The historical researcher strives to utilize as much primary 
source material as possible. Primary sources are "testimonies of an eye or ear witness to 
events of the past," 172 and are "original works ... which provide data ... to use as 
evidence." 173 I procured and analyzed the following types of primary source materials for 
this study: (a) official documents pertaining to the opening of LaGuardia Arts HS in 
1984; (b) official documents pertaining to the relocation and merger of the HSMA and 
169 Chapter 10, "Implementing the Inquiry," in Yvonna Lincoln and Egon Guba, 
Naturalistic Inquiry (Thousand Oaks, CA: Sage Publications, 1985), 270-273. 
170 Elizabeth Ann Danto, Historical Research. (New York, NY: Oxford University Press, 
2008), 61. 
171 See Ibid. 
172 Paul Scimonelli, "A History of the Benjamin T. Rome School of Music ofThe 
Catholic University of America: 1950-2002" (D.M.A. , diss. , The Catholic University of America , 
2003), 5. 
m Kate L. Turabian, A Jvfanualf(;r Writers o(Research Papers, Thesis. and Dissertations 
i 11 ed. (Chicago, ILL The University of Chicago Press, 2007), 25. 
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SPA; (c) the laws and bylaws of LaGuardia Arts HS in comparison to the laws and 
bylaws of the HSMA and SPA; (d) mission statement of LaGuardia Arts HS in 
comparison to that ofthe HSMA and SPA; (e) music curriculum; (f) admissions 
procedures; (g) enrollment procedures; (h) attendance records; (i) financial records; (j) 
press releases of significant events in the life of LaGuardia A1is HS and the HSMA and 
SPA; (k) photographs; (1) audio and video recordings of perfonnances; (m) a 
documentary 174 about SPA; (n) Yearbooks; (o) books--specifically Accent on Talent: 
New York 's High School ofMusic and Art, 175 and The Double Purpose High School; 176 
and (p) school logos and other miifacts such as memos, joumal entries, diaries, letters and 
speeches. 
I located several documents on LaGuardia Arts HS ' s official website, 177 and in 
the LaGuardia A1is Alumni and Friends office located at the school. The principal stored 
cunent concert programs in her office, and the school's technician stored video 
recordings of performances in the school's media room. Since the high school is part of 
the NYCDOE, the Municipal Archives building in New York City, archived some 
materials, particularly items pertaining to the establishment of the HSMA in 1936, SPA 
in 1948, and their eventual merger in 1961. I requested delivery of additional boxes of 
infonnation from an off-site location in Brooklyn, NY to the Municipal Archives 
Building during July and August 2010. In addition, I accessed archival material 
174 In progress, spearheaded by John Stei1m1etz, a fonner drama student at SPA. 
175 Authored by Benjamin Steigman, Principal ofHSMA. (Detroit , MI: Wayne University 
Press, 1964). 
176 Authored by Franklin J. Keller, Principal of SPA. (New York City, NY: Harper and 
Brothers. 1953). 
177 http ://www .l aguarc\ iahs.org/home.html 
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pertaining to SPA at the Library of Performing Arts at Lincoln Center, and the library's 
archivist granted pennission to investigate this material (Appendix D). Interviewees 
shared personal archived materials with me, which included graduation programs, 
diplomas, report cards, subway and bus travel cards, concert programs, authorized and 
unauthorized school newspapers, yearbooks, music curricula and syllabi, and class-
notes. 178 However, there are no concert and graduation programs available for SPA's 
early years (1948-early 1970s) and only concert programs for 1973, 1978, and 1979 exist. 
The 1961 and 1967 graduation programs were available for review. Despite several 
attempts to locate concert and graduation programs from alumni , former music teachers, 
searching the Library ofPerfonning Arts at Lincoln Center, and asking LaGuardia Arts 
HS ' s cmTent principal if programs were kept in the music office, none of the searches 
proved successful. Additionally, no conceti or graduation programs are archived in the 
Alumni and Friends Association ' s office.179 
Marjorie Dycke 180 explained that documents pertaining to the drama and dance 
departments were donatedto the Lincoln Center Perfonning Arts Library on West 65th 
Street, Manhattan, when the school relocated to Lincoln Center in 1984, while other 
materials and documents were transfened to the new school. Dycke was unaware of what 
transpired with materials and documents from the SPA 's music depmiment. Several 
retired music teachers fi·om SPA and current LaGuardia Arts HS music teachers 
178 1 am indebted to Albert Glinsky, Stephani e Del Valle, Richard Lewis, and Andrew 
Ga lambos fo r providing much material fo r tlli s study from their personal collection. 
179 I exhausted all poss ible avenues to locate mi ss ing concert and graduati on programs. 
1 ~0 Marj orie Dycke was the founding chairperson of the SPA 's Drama Department . 
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explained that music materials and documents from both the HSMA and SPA were 
discarded in the late 1990s for reasons unknown. 
I found invaluable articles through the New York Times Newspaper Archives 
Website. Articles included: (a) announcements ofupcoming events, (b) reviews of 
concerts, (c) audition infonnation, (d) plans for the merger, (e) protests against the 
merger etc., (f) infonnation regarding the 1973 groundbreaking ceremony, (g) reports of 
corruption and stolen materials while the school was being built, and (h) articles 
chronicling events from both the HSMA and SPA prior to 1984. The SPA alumni website 
provided additional primary source material dating from 1948 to 1984, which included 
reunion pictures, yearbooks, and a twenty minute clip of an unfinished documentary 
begun in 2007. 18 1 LaGuardia Arts HS has a similar alumni website, LaGuardia Arts 
Alumni and Friends (A&F). 182 A&F materials include yearbooks from the HSMA, SPA, 
and LaGuardia Atis HS, some copies of Overtone--the HSMA 's student newspaper, 
intennittent copies fi·om 1986-2010 of LaGuardia Atis HS graduation programs and 
several copies from 1959-2008 of Three Lively Arts. This yearly publication devoted to 
music, ati, and literature began at the HSMA and continued at LaGuardia Arts HS. I 
discovered various newspaper clippings detailing the construction progress between 1982 
and 1984, as well as documents planning the opening ceremonies of the school in 1984. 
Secondary Sources. I utilized available secondary sources that provided further 
information and commentary on primary source material. "Secondary sources are 
infom1ation provided by a person, either oral or written, who did not directly witness the 
l XI Website may be accessed at http ://www.hi ghschoolotperformingarts.com 
I S ~ Website may be accessed at www.alumniandfriends.org. 
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event, object, or condition." 183 Gottschalk listed five benefits of investigating secondary 
sources: to understand the times that produced the contemporary evidence; to locate other 
bibliographic data; to discover quotations and citations fi·om contemporary sources; to 
suggest interpretations of the research problem to be tested, used, improved or discarded; 
and to examine how others reported their hist01ical research. 184 Turabian offered a more 
contemporary list, which included: continually reviewing current research; finding other 
points of view, and finding models for an individual's research and analysis.185 
Secondary sources for this historical research included concert programs, conce1i 
reviews, press releases, newspaper articles, dissertations, curriculum development 
documents, books, journal miicles, and magazines. 
Interviews. I selected interviewees based on their first-hand experiences with one 
or more of the three perfonning mis high schools under investigation. This included 
fonner students, faculty members, administrators, alumni and other key personnel. 
Current students of LaGuardia Arts HS pmiicipated if they were eighteen years old, 
seniors, and members of either the instrumental music or vocal studios. I anticipated 
interviewing no more than twenty seniors evenly divided among the instrumental music 
and vocal studios, and attempted to interview an equal number of female and male 
students. Unfortunately, the assistant principal of the music studio did not grant 
pennission to distribute student and parent consent fonns for possible interviews during 
183 Paul Scimonelli , ''A History of the Benj amin T. Rome School of Music of The 
Catholic University of America: 1950-2002" (D.M .A., diss. , The Catholic Univers ity of America , 
2003) , 5. 
184 Louis Gottschalk, Understanding Hisrorv 2"d ed. (NY: Alfred A. Knopf, 1969), 106. 
185 Kate L. Turabian, A Manual/or Writers a/Research Papers, Thesis, and Dissertations 
7' 11 eel. (Chicago, ILL: The U ni vers ity of Chicago Press, 2007), 25-26. 
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the school day, but did allow student participation in the study. Therefore, only four 
seniors participated in interviews, and with the exception of one student, all interviewees 
were female instrumental music students. I was not able to interview any vocal studio 
senior students. I attended all monthly meetings run by the Parents Association, and in 
the April 2011 Parents Association meeting, seven seniors shared experiences of their 
four years at the school. The students shared their viewpoints on how successful 
LaGuardia Arts High School ' s administrators and faculty had been in preparing, guiding, 
and counseling them throughout the college application process. 
I invited school administration and faculty from academic and perfom1ing arts 
divisions to participate in interviews for this study. The ptincipal, dean, assistant 
principal for Pupil Personnel Services, assistant principals of the math, English, health 
and physical education departments accepted my invitation for interviews. Individuals 
received invitations via telephone and e-mail , as wel1 as hard copy introductory letters 
with informed consent forms delivered to each oftheir school mailboxes. The assistant 
principals from the music department, science, social studies, and foreign language 
departments did not respond to my invitations for interviews. I interviewed key faculty 
members from the instrumental music and vocal departments with the exception of the 
jazz teacher, who declined the request. Additionally, in September 2010, LaGuardia Arts 
HS hired a new librarian, who submitted a written interview via e-mail to me. In October 
2010, I requested and received permission from the co-president and music studio 
representatives of the Parents Association to post an invitation on the school website to 
invite interested parents of students from the music studio to interview with me. As a 
result, eight parents participated in the study from November 2010 to January 2011. 
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I invited alumni from the HSMA, SPA, and LaGuardia Arts HS to interview. I 
also invited the director of SPA 's Alumni Association to interview, who then assisted by 
mailing other invitations to potential interviewees in late November 2009. I followed the 
same procedure with the LaGuardia Atis Alumni and Friends organization, as well as 
alumni from the HSMA who are closely related to the LaGuardia Arts A&F organization. 
Once the director received the initial invitation, I then employed the snowballing 
technique. I conducted interviews with alumni throughout the tri-state 186 area, meeting in 
interviewees ' homes, coffee houses, restaurants, or, when appropriate, places of 
employment. Alumni from California, Pennsylvania, Maryland, Washington D.C ., 
Florida, Vermont, and Colorado participated in interviews by telephone, and some 
interviewees prefened providing written responses via e-mail. I interviewed LaGuardia 
Arts HS personnel and students at the school in offices or available classrooms. I 
interviewed 148 individuals (as of June 2011 ), which included: eighty-eight alumni , 
faculty, and key personnel from SPA; forty-four alumni , faculty, and key personnel from 
the HSMA, and sixteen alumni, faculty, and key personnel from LaGuardia Atis HS. 
I recorded interviews via audio-tape, and recorded only those interviews for 
which the interviewee gave pennission. Only I had access to the recorded tapes and 
written responses were stored in a safe deposit box. With permission, I used proper 
186 New York State, New Jersey. and Connecticut. 
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names, and utilized pseudo names for individuals who did not grant permission, and for 
those study participants who were current students of LaGuardia Arts HS. 
Method of Investigation 
Authenticity/External Criticism 
Authenticity also refened to as external ctiticism, aids the researcher in 
detennining whether the material is genuine. "When mining a document for evidence, the 
researcher weighs each piece individually in order to assess the probability of an author' s 
trustworthiness, and to protect against false evidence." 187 When conducting external 
criticism the researcher verifies authorship, place, date, and circumstance of publication. 
The researcher detennines (a) the current and original source location, (b) the sources 
age, (c) evidence of consistent author penmanship, (d) existence of documents (e.g., 
diaries and newspaper articles) that reference the source, (e) the author's purpose for 
writing and intended audience, and (f) author assumptions and the historical context of 
188 
author and readers. 
187 Elizabeth Ann Danto, Historical Research (New York, NY: Oxford University Press, 
2008), 95. 
188 Adapted and paraphrased from several sources-- Mary Lynn Rampolla , A Pocket 
Guide to Writing in Histmy5th ed. (New York, NY: Bedford/ St. Matiin ' s, 2007). 
Kenneth H. Phillips, Exploring Research in Music Education and Music Therapy (New 
York, NY: Oxford University Press, 2008). 
Phelps and Others, A Guide to Research in Music Education (Lanham, MD: Scarecrow 
Press Inc. , 2005). 
Gilbe1i J. Gan·aghan, A Guide To Historical Method, ed. Jean Delanglez (New York, 
NY : Fordham University Press, 1946). 
Meredith D. Gall , .Joyce P. Gall and Walter R. Borg, Educational Research: An 
Introdu ction 8111 ed. (New York, NY : Pearson Education, Inc. , 2007). 
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Rampolla suggests searching for three types of non-written primary sources as 
well, namely, miifacts, photographs, and sound recordings, 189 which must follow 
authenticity protocols. When authenticating artifacts, the researcher must determine (a) 
when and where the miifact was made, (b) what might it have been used for, and (c) who 
would have used it? Photograph authenticity establishes (a) who took the photo and why, 
(b) where was it first published or displayed, and (c) did the photograph address a 
specific point of view or mission? Sound recordings authenticity establishes (a) who 
made the recording, (b) when it was made, and (c) what type of recording and what was it 
used for? 
Internal Criticism 
Internal criticism detennines the credibility of the data. 190 To satisfy internal 
criticism, the researcher must ask the following of all the sources, (a) is the document 
consistent stylistically with others by the writer? (b) are there major inconsistencies? (c) 
are there any indications the writer's rep011ing was inaccurate? (d) does the writer 
actually mean what is said? (e) could this work have been written by someone else in the 
style of the individual? and (f) is there evidence the writer is biased or prejudiced? 19 1 On 
this last point the researcher must recognize the importance of "becom[ing] familiar with 
189 Mary Lynn Rampolla, A Pocket Guide to Writing in HistOJ y Sth ed. (New York, NY : 
Bedford/ St. Martin ' s, 2007), 11. 
190 Louis Gottschalk, Understanding HistOIJI 2'"1 ed. (New York, NY: Alfred A. Knopf, 
1966),138. 
19 1 Roger P. Phe lps and others, A Guide to Research in M usic Education 5' 11 ed. (Lanham, 
MD: Scarecrow Press lnc., 2005) . 230. 
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the biases and perspectives of the authors you read so that you do not unknowingly 
h . . . , 192 accept t e1r v1ewpomts. 
Interviews 
If interviewees provided differing accounts of the same event, I sought written 
sources such as "documents, diaries, letters, or other oral reports" 193 to either 
"corroborate or disprove the stories told by the infonnant(s)." 194 
Recording the Data 
I traced the inception and development of the LaGuardia Arts HS, documenting 
the occurrences that led to that event. The amalgamation of the HSMA and SPA into the 
LaGuardia Arts HS made it necessary to trace the histories of all three schools. I reported 
the historical data chronologically and topically. Since the HSMA was the oldest of the 
schools, I first investigated and recorded data pertaining to the HSMA in Chapter Three, 
then traced SPA's history with similar documentation in Chapter Four. Chapter Five 
focused on the merged schools, which continued to operate independently until 1984, and 
Chapter Six focused on LaGuardia Arts HS ' s accomplishments and challenges. 
Timeline ~nd Stages for the Study 
Stage 1 
192 Jul es R. Benjamin, A Studenr ·s Guide to HiSTORY 10111 ed. (New York, NY: Bedford/ 
St. Martin ' s, 2007), I 02. 
19
·
1 Eli za beth Ann Danto, Historicol Research (N ew York, NY: Oxford University Press, 
Inc .. 2008) , 99. 
I ')~ Ibid . 
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Patrick Jones, my initial advisor, approved the research topic, and Boston 
University' s Department of Music Education approved the proposal in April 2009. On 
June 19111 , 2009, The LaGuardia Arts HS administration granted permission to conduct 
the study (See Appendix C). Persons with firsthand knowledge of LaGuardia Arts HS 
indicated willingness to assist during June of2009, these persons included: Steve Asher, 
Executive Director of LaGuardia Arts A&F, who was succeeded by Barbara Engel in 
201 0; Steve Lewis, Director of SPA's Alumni Group, and Paul Saronson, fanner 
principal of LaGuardia Arts High School during the early 1990s. The New York Library 
for the Performing Arts at Lincoln Center granted me pennission to access related 
archives (See Appendix D). 
Stage 2 
I successfully completed the Residency Program at Boston University, August 
9111-18 111, 2009. I then submitted the IRB application to Boston University' s Charles River 
Campus in late August 2009, continued with background reading, and commenced 
research at the Library of Performing Arts at Lincoln Center 195 and on the SPA ' s alumni 
website. 
Stage 3 
Boston University's IRB Committee approved the research in October 2009, and I 
mailed introductory letters and infonned consent fonns to potential interviewees in 
November 2009. Interviews occmTed from December 2009 through April 2011 with 
195 Danto has an excellent section in her book in how to use archi va l material and of the 
"speci al tem1s" that are associated with handling Archival mat erial. Eli zabeth Ann Dant o, 
Historical Research (N ew York, NY: Oxford University Press , 2008), 68-79 . 
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willing interviewees. NYCDOE's Research Committee received the IRB request in 
October 2009, and the committee granted approval in December 2009, pending final 
approval from the school ' s cunent principal , Kim Bruno. Bruno granted final approval in 
April 2010, allowing me access to the school. I commenced study during July and August 
2010 at Manhattan ' s Municipal Archives and completed that portion of the study in 
August 2010. Additionally, I attended every music perfonnance, Parents Association, and 
Academic Forum meetings throughout the 2010-2011 school year. 
Stage 4 
In February 2011 , Patrick Jones infonned me that he was no longer my advisor. In 
May 2011, Audrey Cardany became my co-investigator and research advisor. The change 
of advisors stalled manusctipt preparation by three months. 
Stage 5 
In July 2011 , I organized source materials into a chronological and topical order, 
analyzed data, reviewed and verified infonnation from interviews, organized remaining 
chapters, and completed writing the document in October 2012 . 
Qualifications of Researcher 
I successfully completed courses in the doctoral program at Boston University 
that prepared me for this study. These courses included Critique in Music Education, 
Research and Bibliography, and Introduction to Music Education Research. I am a music 
educator at a NYC public middle school , and my familimity with NYCDOE operations 
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facilitated the IRB application to the NYCDOE's research committee. In addition, key 
individuals from both SPA and LaGuardia Arts HS eagerly assisted me in this endeavor. 
Researcher Biases 
Reporting and recording historical research should not be biased. Benjamin 
suggested, " It is impotiant to become familiar with the biases and perspectives of the 
authors you read so that you do not unknowingly accept their viewpoints ." 196 Succinctly 
stated another way, "Bias is an uncontrolled form ofinterest." 197 Two important facts 
must be addressed conceming bias as it relates to this historical study. First and foremost , 
I am the parent of two graduates of the school. My first daughter graduated from the 
instrumental music studio in 2008 , and my second daughter graduated from the art studio 
in 2013. While these facts may have assisted in provided me with unique access to 
faculty and resources of the school, I drew a very careful line as to which role I filled in 
specific situations. I refrained from discussions that involved my children when 
interviewing cunent teachers, and did not discuss my study while addressing the needs of 
my children with their teachers. Secondly, in conducting initial research, SPA alumni 
revealed some biases to me. I refrained from responding to these biases with agreement 
or disagreement . Furthennore, I bracketed my emotional responses to elicit more 
infom1ation from interviewees. Since LaGuardia Arts HS is an amalgamation of the 
196 Jules R. Benjamin, A Student 's Guide to HISTORY, 1 0'11 ed. (New York, NY : 
Bedfo rd/ St. Martin · s, 2007), 102. 
l '!7 Jacques Barzun and Henry F. Graff, Th e M odern Researcher, 6 111 ed. (Belmont , CA: 
Wadsworth Cengage Learning, 2004) , 154. 
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HSMA and SPA, not all persmmel supported the merger. I aimed to be sensitive to these 
biases and ensured they did not substitute for historical fact. 
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CHAPTER THREE 
HIGH SCHOOL OF MUSIC AND ART 
1936-1961 
"The .founding of the High School ofMusic and Art is the most hopeful accomplishment 
I , d · · · nl98 C! my a mznzstratzon. 
Prior to 1936, when the High School of Music and Art (HSMA) was established, 
New York City already had a thriving cultural scene with established perfonning mis 
venues. TheN ew York Philhannonic Orchestra, 199 Cmnegie Hall, 200 Aeolian Hall, 201 The 
Metropolitan Opera House,202 and the jazz clubs of Harlem such as the Cotton Club,203 
and the Apollo Theatre, 204 offered a variety of musical venues to city dwellers and 
198 Fiorello H. LaGuardia in Benjamin Steigman, Accent on Talent: New York's High 
School ofMusic and Art (Detroit , Ml: Wayne State University Press, 1964), ii . 
199 The New York Philham1onic was established in 1842, under its official title, 
"Philharmonic-Symphony Society of New York," accessed July 5, 2011 , http ://nyphil.org/about. 
20° Carnegie Hall officially opened in 1891, with a "five-day music festival beginning on 
May 51h_ , Tchaikovsky was the guest conductor, and among other works he conducted his 
Marche Solennelle, accessed July 5, 2011, http://www.carnegiehall.org/History. 
20 1 Founded in 1912, and housed on the third floor of 29-33 West 42"d Street, Manhattan. 
Legendary musicians such as Rachmaninoff, Prokofiev, Busoni, Paderewski, Gershwin and Paul 
Whiteman and his Orchestra performed there. The building was also utilized by the Aeolian 
Company to manufacture pianos. 
202 Established in 1880, the Met opened for its first season in 1883, with a performance of 
Gounod 's Faust. The original building was on Broadway (Manhattan) , between 39th and 40th 
Streets. 
20
·' The Cotton Club opened its doors on December 4, 1923 , established by the gangster 
Owney Madden, accessed July 5, 2011 , http: //historyday.crf-
usa .org/2809/htmllthe _cotton_ club.html. The Club provided entertainment for white New 
Yorkers, who wanted to be dazzled by jazz music and to be swept off their feet dancing the 
Charleston, Turkey or Black Bottom. The Cotton Club is still in -existence as of July 20 II. 
204 Founded in 1913 , by producers Jules Hurtig and Han·y Seamon. The theatre was 
housed in 253 , West 125 111 Street (in the heart ofHarlem). The theatre 's early emphasis was on 
burlesque theatre. LaGuardia detested burlesque and wanted the theatre shut down which 
happened in 1933 . Sidney Cohen re-opened the theatre with hi s partner Morris Sussman in 1934, 
and changed the name to the 1251h Street Apollo Theatre. Under their leadership the theatre 's 
format was changed from burlesque to variety revues . The Apollo Theatre, despite other closures 
during its hi story remains open as of Jul y. 20 11. 
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visitors. By the 1930s, Manhattan' s 5211d Street had become the epicenter for jazz clubs. 
There Billie Holiday sang her sultry blues; Fats Waller played stride piano while Marian 
McPartland performed in many jazz idioms. Dizzy Gillespie, Thelonius Monk, Charlie 
Parker, and Miles Davis experimented with bebop, and Louie Ptima, the King of Swing 
and his band 's music led to the re-naming of 52nd Street, "Swing Street."205 Additionally, 
Tin Pan Alley, established circa 1885, in lower Manhattan became an important outlet for 
publishing American popular music. 
Along with these performing venues and m1ists, post-secondary music institutions 
also contributed to New York' s cultural scene. The Manhattan School of Music, the 
Institute of Musical Art--that later dissolved as part of The Juilliard School of Music, the 
National Conservatory of Music of America,206 and Mannes College ofMusic,207 trained 
aspiring musicians for a life dedicated to their craft. The training of musicians in post-
secondary institutions reinforced the perception that New York City' s population and 
public officials held the perfmming at1s in high regard, and the time was ripe for 
establishing a specialized arts public high school with focused instruction in music and 
art. 
Prior to 1936, there is no record of specialized academic m1s high schools in the 
United States. Therefore, when the HSMA officially opened in February 1936, offering a 
205 http ://www.louisprima.com/newtry_biography.html , accessed March 12 , 2012. 
206 Founded in 1885, by Jeannette Meyers Thurber, and was very pro li fic in the training 
of musicians until the 1920s. The State of New York declared the conservatory defunct in 1952. 
207 Mannes was founded in 1916, by David Mannes, who believed that .. music education 
should be open to all who have a desire to learn." As of 1989, Mannes was merged with The New 
School for Social Research, which was incorpora ted in 1922, and headed by John Dewey and 
Charles Beard. Since 1989, the school is referred to as Mannes College The Nevv Sc hool For 
Music, accessed July 5, 20 11 http://www.newschoo l. edu/mannes/subpage.aspx')icl=2760. 
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dual course of study in the academics and the arts, the New York City Board of 
Education (BOE) and city officials recognized it as the first specialized academic and arts 
high school in New York City and in the nation.208 The HSMA remained the only 
specialized perfonning arts high school in the country until the early 1970s when three 
notable specialized arts high schools were also established.209 Furthermore, the HSMA 
became a model for subsequent arts high schools both nationall/ 10 and intemationally.2 11 
GENESIS OF THE HIGH SCHOOL OF MUSIC AND ART 
The original concept for the HSMA 's establishment came in 1922 fi·om two 
influential men: John F. Hylan and Phillip Berolzheimer. Born in upstate New York, 
Hylan moved to New York City in 1887 and was mayor from 1918 to 1925. With 
Berolzheimer' s help, Mayor Hylan first attempted to establish a specialized arts high 
school in New York City. As City Chamberlain, Berolzheimer presented a detailed report 
to Hylan conceming the establishment of an arts public high school in New York City 
during a fonnal dinner at the Waldorf-Astoria Hotel in Manhattan in November 1924. 
Unfortunately, Berolzheimer's dream of establishing a magnificent perfonning arts center 
and a high school for the m1s in the mid-1 920s during Hylan's mayoral bid for re-election 
208 By 1947, the school had been visited by educators from Chicago, Pittsburg, 
Philadelphia, Baltimore, Detroit, Oakland, Ca li f. , Portland, Oregon, and Los Angeles in the hope 
of having similar schools established in these cities. Vi sitors also came to the school from 
Paraguay, Palestine, and the East Indies. Information from "About the Hi gh School of Music and 
Art Handbook," published in the late 1940s. Courtesy of Richard Lewis. 
209 High School for the Performing and Visual A11s of Houston Independent School 
District , 197 1; New Orleans Center for Creative Arts , 1973, and the Duke Ellington School of the 
A11s in Washington DC, 1974. 
2 10 New World School of the Arts in Miami in 1987. 
21 1 Admini strators ti·om France, Japan, Israe l, France, and England came to tour the 
school to learn about the curriculum and its implementat ion beginning in the ea rl y 1950s. 
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never materialized because Hylan lost his re-election to James Walker in 1925. Mayor 
Walker's administration made no progress toward establishing the school. When, Fiorello 
H. LaGuardia became New York City's mayor, he took that concept and successfully 
established the school. 
Both Berolzheimer and LaGuardia had a deep appreciation for music and the arts. 
Their love for the arts as well as their immigration expetiences contributed to their desire 
to establish a public atis high school in New York City. Berolzheimer, a Bavarian 
immigrant, arrived in New York City with his fami ly in the late 1880s, and LaGuardia 
was bom in the US a couple of years after his Italian parents immigrated in 1880. 
Following Hylan and Berolzheimer's groundwork, Mayor LaGuardia successfully 
established New York City' s first specialized academic high school specializing in music 
and art in 1936. 
John F. Rylan (1868-1936) 
John F. Hylan served as mayor ofNew York City from 1917-1925. In his bid to 
win re-election in 1925, Hylan attempted to establish New York City' s first arts public 
high school in conjunction with a vast performing arts center at the recommendation of 
his City Chamberlain, Philip Berolzheimer. Both ventures proved unsuccessful because 
Hylan lost the re-election to James Walker. 
Figure 1. John F. Hy lan 
(PD-US)2 12 
Hylan 's Role in the HSMA 's Genesis 
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In a bid to win a third tenn as mayor in 1925, Hylan decided to address the city' s 
lack of an mis high school and a city-wide music and art center, which Berolzheimer--
then City Chamberlain--brought to his attention in 1922. Hylan ' s desire to sponsor such a 
venture, unlike Berolzheimer and later, LaGuardia, was born not because of his love and 
appreciation for the arts, "but rather with his own painful need to save face in the sight of 
the newspapers that laughed at "Hizzoner" (as journalists called him) for his crudeness 
and his cultural malfeasance."2 13 Hylan had been ridiculed by the press because ofhis 
disdain2 14 for opera and his inability to decide whether a sculpture by Frederick 
MacMonnies2 15 should be displayed at City Hall. Establi shing an mis high school would 
2 12 This picture was published prior to 1923, therefore is in the public domain due to 
copyright expiration. 
2
1.
1 Benjamin Steigman, Accent on Talent: New York 's High School of"Music and Art 
(Detroit , Ml: Wayne State University Press, 1964), 3. 
2 14 
"Opera was something he wouldn ' t go to unless he was dragged there. The 
newspapers thereupon had a hi gh time with their comments and the ir cartoons of New York's 
mayor being dragged to the opera by Walkure horses ." Ibid. , 4. 
c i S MacMonnies· sc ulpture titled Civic Virtue, was a ·'burly youth , bare of body except 
in Hylan's mind restore the public's faith in him. 
Philip Berolzheimer (1 867-1942) 
Figure 2. Philip Berolzheimer 
(PD-US) 2 16 
Philip Berolzheimer served as Hylan's City Chamberlain from 1919-1925. 
Berolzheimer, unlike Hylan, had a deep passion for music, and in his position as City 
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Chamberlain he proposed to Hylan that he should establish a specialized arts public high 
school and a perfonning at1s center in New York City. 
Initial Proposalsfor a Specialized Arts Public High School 
When Hylan promoted Berolzheimer from parks commissioner to the position of 
for an uncertain ga rland or loose wreath about his middle that he seemed precariously to hold on 
to. His bul gi ng legs were, if not actually stepping on them, certainly inconsiderate of several 
shapel y mermaids that writhed beneath him .' ' Ibid. In the newspaper, the World, a cartoonist 
substituted the naked youth with that of the mayor' s wearing only a bathing suit. 
~ ~ ~> Thi s picture was published prior to 1923 . therefore is in the public domain due to 
copyri ght ex piration. 
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City Chamberlain in 1919, Berolzheimer began drafting a proposal to establish a music 
and arts center in Central Park, Manhattan. Three years later in June 1922, he formally 
presented the proposal to Hylan. Berolzheimer proposed that the mis center include an 
opera house, a musical theater, a drama theater, a conservatory of music, and a building 
for the fine and plastic arts. Berolzheimer estimated that construction of the music and 
arts center would cost $15 ,000,000. 
Although arts patrons were excited about the prospect of such a center, the 
general public and "forty-three roused civic organizations mobili zed against [Hylan],"2 17 
fearing the venue' s location would disturb Central Park ' s idyllic nature. Consequently, 
two years later in June 1924, Berolzheimer proposed an altemate location to Hylan. The 
new site was to encompass West 58th and 5 91h Streets and 61h and i 11 A venues in 
Manhattan. This second site failed to win the support of the general public as well, and 
"Hylan ' s urge to vindicate himself as New York ' s great patron of the arts lived feverishly 
,2 18 
on. 
In the summer of 1924, the Honorable Munay Hulbert, President of the Board of 
Aldennen,2 19 of the City ofNew York, took an interest in establishing an mis center and 
recommended to Berolzheimer that it be built in the Bronx, east of the Jerome Park 
Reservoir and close to the Jerome Avenue line.220 Berolzheimer supported this third new 
2 17 Benjamin Steigman , Accent on Talent: New York 's High School a/Music and Art 
(Detroit , MI: Wayne State University Press, I 964), 7. 
21 8 Ibid . 
2l'l An alderman is an Old Engli sh term derivative from the word ealdorman, which 
means "elder man.'· Board of Aldermen refers to a town or city government or a municipal 
legislati ve body. 
nu Jerome Avenue line refers to the subway train . 
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location and rationalized with Hylan that because the city already owned the land only 
additional funds would be needed to erect the buildings. When Hylan failed to win public 
support to construct the arts center in Manhattan, Berolzheimer suggested to Hylan that 
the Bronx location would be better suited for the establishment of a music and arts high 
school instead. Hylan concurred. William H. Gompert, architect, and Superintendent of 
School Buildings also supported the idea of establishing an arts public high school, and 
praised the Jerome Park Reservoir's location citing its expansive parcel ofland. Gompe1i 
supplied the mayor with a detailed desc1iption of the proposed buildings ' architecture in a 
classic Greek style because Greek architecture "lend[ ed) itself particularly to the 
expression of the beautiful and one which has always been closely associated with the 
fine arts?21 These plans never materialized. 
Nearly forty years later, Steigman, the HSMA 's first principal , offered the 
following insight regarding Berol zheimer' s rationale for supp01iing the Bronx location. 
Berolzheimer and the mayor could escape the scrutiny of the public eye while continuing 
to quietly forge ahead with their proposal to establish a music and art high school, which 
they hoped to persuade the Board of Education (BOE) to pay for its construction. 
Berolzheimer hoped that the proposed new school would restore Hylan ' s reputation that 
had been damaged when he suggested disturbing Central Park ' s idyllic nature to 
accommodate the new arts center. 
When Berolzheimer and his committee presented the finali zed rep01i on the 
22 1 William H. Gompert in ''Report to l-I on . .J ohn F. Hylan, Mayor of New York City from 
Philip Berolzheimer and The Mayor·s Committee o n Public Music and other Committees on Plan 
and Scope conceming the establishment of a High School for Industrial Art and Music," 20 
November 1924 , Municipa l Reference Libmry. Manh8ttan, NY. Ca ll Number 5.66 M97. 
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proposed arts high school to Hylan on November 20, 1924, they did so during a dinner at 
the prestigious Waldorf-Astmia Hotel in Manhattan. Among the distinguished guests that 
evening was Fiorello H. LaGuardia, a member of the U.S. House of Representatives 
representing New York ' s 20111 district,222 and Benjamin Steigman, Chairperson of the 
English Department at Seward Park High School in Manhattan. 
Berolzheimer's report included plans for three buildings: (a) one elementary 
school with an athletic field, (b) the new De Witt Clinton High School with an athletic 
field touted as "the largest high school in the world,"223 and (c) a building "for the 
proposed advanced school of instruction in some of the fine arts and the useful mis. "224 
Berolzheimer estimated that nearly 25 ,000 students would benefit from this construction 
believing that, "if we produce but one genius such as Bach we shall be compensated."225 
Carl submitted the music sub-committee's recommendations on how to best organize the 
music department at the specialized high school and provided suggestions for the dancing 
and dramatic mis depmiments. Gompert appealed to the mayor to name the school , 
"Music and A1i High School," since that title was inclusive of all the arts rather than the 
proposed "Industrial Art," which suggested no perfonnance-based courses. The mayor 
accepted Gompert's recommendation. 
222 New York's 20' 11 congressional district is upstate and rural. It includes part ofthe 
Adirondacks, Catskills, and Hudson Valley. 
m Philip Berolzheimer, "Report to Hon. John F. Hylan, Mayor of New York City from 
Philip Berolzheimer and The Mayor 's Committee on Public Music and other Committees on Plan 
and Scope conceming the establishment of a High School for Industrial Art and Music: · 20 
November 1924, Municipal Reference Library, Manhattan, NY. Call Number 5.66 M97. 
224 Ibid. 
22
" Benjamin Steigman, Accent on Talent: Ne1v York "s High School ofA1usic und Art 
(Detroit, MI: Wayne State University Press, 1964), 8. 
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Hylan promised Berolzheimer that he would give the proposal his "personal as 
well as official attention."226 The mayor anticipated a ground-breaking ceremony in the 
spring of 1925 to coincide with the start of his re-election campaign, and his slogan 
became "get the school started!"227 All attempts by Hylan and the Board of 
Superintendents to establish an arts high school failed. Hylan lost the 1925 re-election to 
State Senator James J. Walker, and it appeared the proposed school would be lost as well. 
During Walker's one term office, he showed no interest in establishing a 
specialized arts high school but the Board of Superintendents of the BOE continued 
discussing the merits of a specialized arts high school. During a January 1931 meeting 
Gustave Straubenmuller, Associate Superintendent of Schools, recommended to the 
board that a school be established for "children who have special aptitudes for the fine 
arts, for music, for the literary arts, for the crafts, and for the sciences."228 The board 
approved the motion but for unspecified reasons the arts high school never materialized 
until four years later when Mayor LaGuardia advocated for such a school. 
Fiorello H. LaGuardia (1882-1947) 
LaGuardia must have listened to Berolzheimer's 1924 report at the Waldorf-
Astoria with keen interest given his profound love of music that stemmed back to his 
226 Mayor Hylan 's response was included at the conclusion of Philip Berolzheimer 's 
"Report to Hon . John F. Hylan, Mayor of New York City from Philip Berolzheimer and The 
Mayor ' s Committee on Public Music and other Conm1ittees on Plan and Scope concerning the 
establishn1ent of a High School for Industrial Art and Music," 20 November 1924, Municipal 
Reference Library, Manhattan, NY. Call Number 5.66 M97. 
227 Benjamin Steigman, Accent on Talent: New York's High School ofMusic and Art 
(Detroit, MI: Wayne State University Press, 1964), 9. 
22 ~ Minutes of the Board of Superintendents, October 24, 1935. Municipal Archives, 
Manhattan, NY. 
childhood. His interest and actions eventually led to the successful establishment of the 
specialized arts public high school. 
Figure 3. Mayor LaGuardia speaks over lf'lVYC on Grade A 
milkfi-om Budget Room 
(Library of Congress, Prints and Photographs Di vision, 
NYWT&S Coll ection, LC-USZ62-132498.) 
BriefBiographicaf Information 
Fiorello H. LaGuardia ' s love of music can help to explain hi s moti vation to 
establi sh a perfonning arts high school in New York City. Fiorello was rai sed in a 
musical home and music was an integral part of hi s life. LaGuardia ' s father, Achille La 
Guardia,229 was born in Foggia, Italy, played the com et and traveled "to no1 hern Ita ly 
and Switzerland, and to the East Ind ies to perfom1. Eventuall y he signed on as a 
22 ~ F iore ll o omi tted the space w hen s igning hi s surname for some LIIlknown reason . 
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shipboard musician with the Hamburg Line."230 Achille ' s first trip to America came in 
1878, when he accompanied the famous opera singer, Adelina Patti. Achille found the 
New World "an energetic, bustling nation offering abundant freedom and opportunity."231 
Upon his retum to Italy, he found himself in Trieste where he met his future wife, Irene 
Luzzatto-Coen, at a chaperoned dance in December 1879. They married six months later 
on June 3, 1880. Shortly thereafter, the couple sailed to the United States and aimed to 
live the American dream aided by his "skills as a musician, [and] a fluency in several 
languages."232 On April 24, 1881 , Irene gave bi1ih to their daughter Gemma, and on 
December 11, 1882, Fiorello233 was born. Both were bom in Greenwich Village in lower 
Manhattan. In 1887 after the family had relocated to South Dakota, their third child 
Richard was born. 
While the family lived in Prescott, Arizona, during the late 1880s, the LaGuardia 
children began taking music lessons from their father. Years later, Fiorello recalled that 
his father delighted in music and that he had hoped that Fiorello would become a 
musician or a composer such as John Philip Sousa. Achille could be a harsh taskmaster, 
but Fiorello managed to accept his father 's criticism believing that it was the only way 
for him to learn. 
230 Thomas Kessner, Fiorello H. LaGuardia and rhe Making olModern New York (New 
York City, NY: Penguin Books, 1 989 ), 4. 
23 1 Ibid. 
212 Ibid. , 5 . 
m Literal transle1ti on: · Littl e Flower.·· Le1Gu8rdi8 Arts High School's small theatre is 
aptly n e1 med "'The Littl e Flovver Thee1tre ... 
Figure 4. Young Fiorello H. LaGuardia with his cornet, June 
1894, Prescott, Arizona 
(The LaGuardia and Wagner Archives, La Guardia Community 
College/ The City University of New York) 
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Achille contracted hepatitis and malaria in 1898, and as a result, he was honorably 
discharged from the Anny. Consequently, the LaGuardia family left Prescott and moved 
back to Trieste, Ital y. The move forced young Fiorello to delay his pursuit of an 
Ame1ican education and career until he could retum to America. When his father died in 
1904, Fiorello re-examined his own life, as he had no intention of following in his 
father's footsteps managing a hotel. Ultimately, when Fiorello was twenty-four years old 
he retumed to New York City in 1906 and found work with Haberson and Walker 
Company, producing fireproofbricks. The company sent him to P01ismouth, Ohio, but 
within months, LaGuardia retumed to New York City. He "moved up in three success ive 
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jobs, learned some new skills, and was earning $20 a week."234 He earned a high school 
diploma, was accepted at New York University Law School, joined the Republican Club 
and passed the Civil Service235 exam that afforded him work as an interpreter236 on Ellis 
Island in November 1907, earning $1200 a year. 
Having graduated from New York University in spring 1910, and passing the bar 
in the fall, LaGuardia opened his first law practice before the year was over. He 
represented immigrants threatened with deportation and charged them a modest fee if at 
all. He gained a reputation for being a "people's attorney and the nickel-and-dime cases 
familimized him with community problems."237 
LaGuardia courted a shy and introverted girl named Thea Almerigotti who hailed 
from Trieste, Italy. 23 8 They met in 1913, while picketing in support of the garment union. 
They shared similar social views and began dating seriously in 1915. They married on 
March 8, 1919, in the Cathedral College office of St. Patrick's, sunounded by a handful 
of close friends. They moved into his Greenwich Village apmiment, and there they 
entertained friends239 "with whom they shared a love for opera and music .... [and] when 
the mood turned particularly jolly, Fiorello would take up his cornet and play for the 
,240 group. 
134 Thomas Kessner, Fiorello H. LaGuardia and the Making of Modern New York (New 
York City, NY: Penguin Books, 1989), 24. 
235 Individuals who desire employment in municipal government must pass the Civil 
Service Exam first. Working as an interpreter on Ellis Island made LaGuardia a city employee. 
236 Fiorello was fluent in Croatian, Italian and German. 
13 7 Thomas Kessner, Fiorello H. LaGuardia and the Jvfaking o{Modern New York (New 
York City, NY: Penguin Books, 1989), 27. 
218 Kessner does not provide details as to when Thea Almerigotti arrived in America. 
239 The operatic tenor Enrico Caruso was one such friend. 
240 Thomas Kessner, Fiorello H. LaGuardia and the Making o{Modern Ne11 ' York (New 
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When LaGuardia's first wife and daughter fell ill, Marie Fisher, LaGuardia's 
secretary "looked after the LaGuardia home and served as family spokesman while 
LaGuardia cared for his sick wife and child."241 Marie never asserted herselfbut worked 
quietly and efficiently. LaGuardia trusted her wholeheartedly as did his staff, "checking 
with her about the congressman's mood before presenting him with a request or some bad 
news. "
242 LaGuardia buried his daughter, Fioretta on May 8, 1921 , and returned to the 
cemetery a few months later to bury Thea who died on November 29, 1921. 
For the next eight years LaGuardia busied himself with politics oblivious to the 
fact that his secretary, Marie Fisher, was quite smitten with him. She had completed some 
business courses and met LaGuardia while working at a law firm in Manhattan. In 1915, 
she went to work for him as a secretary and became involved in other aspects of his life. 
She organized his political campaigns, assisted him with his personal life, and she 
set(med to understand his moods by knowing when to talk and when to listen to him. 
Then in December 1928 LaGuardia fired Marie on the premise that he could not 
court "a girl who works for me,"243 and on February 28, 1929, they were married in a 
private ceremony in his Washington DC apartment. Once married, Marie stayed out of 
the public ' s eye, but marriage did little to slow down her ambitious husband. LaGuardia' s 
appreciation of music was well known among his colleagues and friends but despite his 
grueling schedule he never missed a Thursday evening with wife Marie to listen to 
York City, NY: Penguin Books, 1989), 76. 
24 1 Thomas Kessner, Fiorello H. LaGuardia and the Making o(Modern New York (New 
York City, NY: Penguin Books, 1989), 152. 
c~c Ibid. , 153. 
' ~ -' Ibid. 
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classical music. They either listened to music on the radio or, they attended a 
performance at the Metropolitan Opera or Carnegie Hall. 244 Dming the summer months 
they traveled to Lewisohn Stadium245 for outdoor concerts. 
LaGuardia was a strict but loving father who spent as much time as he could with 
his children. Like his own father, LaGuardia "lived for music,"246 as evidenced by his 
insistence that his children, Jean and Eric, study an instrument. Jean did try but "Eric 
refused. He hated concerts and rebelled at practicing."247 
LaGuardia 's New York City Mayoral Election 
LaGuardia won the mayoral election in November 1933, and having taken the 
Oath of Office a few minutes after midnight on January 1, 1934, he took to the airwaves 
and outlined his intentions for the city ofNew York. He stated that he would end 
government corruption, address unemployment, tackle New York ' s slums, provide 
adequate shelter for the homeless, and develop public health programs. LaGuardia also 
swore to "keep ideals high, to foster respect for municipal law and civic virtue, and to 
244 LaGuardia spent his re-election evening ofNovember 5, 1941, at Carnegie Hall 
listening to Bruno Walter rehearse the Philharmonic Symphony Orchestra. The Hall was 
otherwise empty. 
245 Lewisohn Stadium was opened in 1915, and was an amphitheater and athletic facility . 
It was built on the campus of the City College ofNew York, between Amsterdam and Convent 
Avenues from 136111 to 138 111 Streets. Before it was demolished in 1973 , distinguished performers 
perfom1ed at the Stadium including Ella Fitzgerald, Marian Anderson, Leontyne Price, and Pete 
Seeger. The Metropolitan Opera, the New York Philharn1onic Orchestra appeared at the stadium, 
and George Gershwin perfonned his Rhapsodv in Blue there . 
246 Thomas Kessner, Fiorello H. LaGuardia and the Making oflv!odern New York (New 
York City, NY: Penguin Books, 1989), I 0. 
24 7 Ibid. , 443. 
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k 1 . d b . ful "248 rna e t 1e c1ty greater an more eautl . 
LaGuardia built btidges, tunnels, parks, public housing and airports; assisted in 
organizing New York's World ' s Fair in 1939, which emphasized the World of 
Tomorrow; founded the City Center for Music and Drama and established the city's first 
high school for talented students in music and mi. LaGuardia served three consecutive 
tenns as mayor, and left the office in 1945, leaving New York City nearly bankrupt. 
FOUNDING OF THE HIGH SCHOOL OF MUSIC AND ART: 1934-1936 
LaGuardia attended the dinner at the Waldorf Ast01ia Hotel on November 20, 
1924, and heard Berolzheimer' s proposal to Hylan detailing how to establish a high 
school focusing on music and ati and it piqued his interest. Hylan's bid for re-election 
was unsuccessful and the mis center and high school never materialized. Walker, who 
succeeded Hylan as mayor had no interest in miistic endeavors and Berolzheimer' s 
proposal fell by the wayside. 
When LaGuardia decided to run for mayor of New York City in 1933, Ira 
Hirschmann joined his mayoral campaign. Hirschmann was a musician and director of 
the New Friends ofMusic Orchestra in New York City. He and LaGuardia became close 
friends with a shared passion for music. After LaGuardia won the election, Hirschmann 
wrote him a letter describing his personal educational experiences while growing up in 
Baltimore, lamenting that city schools had no provision for talented students in the arts. 
Hirschmann claimed those shared experiences kindled the idea in LaGuardia to establish 
l .J ~ Thomas Kessner, Fiorello H. LaGuardia und the J\1aking o{Modern Nnv York (New 
York City. NY: Penguin Books, 1989) , 25 8. 
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a high school for talented students in music and art, and LaGuardia invited Hirschmann 
to City Hall to discuss the matter further. 
LaGuardia also discussed the matter with Harold G. Campbell, Superintendent of 
Schools, voicing his desire to establish a high school dedicated to the arts. Campbell 
confirmed that LaGuardia spoke to him and that the mayor's hope of establishing such a 
school "came as no surprise to persons familiar with his attitude toward high school 
education."249 In fact, LaGuardia, "before he took office, revealed to a few friends that he 
hoped to set up a separate high school for music and art. "250 
In further discussions, Campbell25 1 infonned the mayor that if he provided the 
necessary funds to open an arts school the BOE would suppo11 the plan. LaGuardia 
responded, "Well , let 's wait a couple of weeks anyway."252 The mayor and the BOE 
waited nearly a year before any fut1her developments took place. A decade after 
Berolzheimer presented his proposal to Hylan and his guests at the Waldorf-Astmia hotel 
it seemed as if LaGuardia and the BOE would finally succeed in establishing the city's 
first specialized arts high school. 
When LaGuardia took office he "recited the ancient oath of the patriotic Athenian 
citizen--to transmit the city not only better but more beautiful than when transmitted to 
249 
" High School of Art Planned for City, ' ' NeH' York Times. February 1, 1934. 
250 Ibid. 
25 1 Harold G. Campbell , at the request of the NeH' York Tim es, wrote a report 
documenting his first year as Superintendent of Schools, which began in 1934. The report 
included future plans for the city ' s schools. The report was released on January 23, 1935 , and in it 
Campbell stated , "During the year [ 1934] et Committee wets etuthori zed to formulette et plan for the 
establishment of et specietl hi gh school of music <tS fetvored by Metyor LetGuetrdiet etnd 
recommended by the Director of Music. ' ' Municipetl Archives , Metnhetttetn, NY. 
252 LaGuardia in ''High Schoo l of Art Planned by Cit y,' · Ni! w York Times. February I , 
1934. 
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him."253 LaGuardia, because of his profound love of music, believed that providing 
citizens with opportunities for enjoying music, art, dance, and theatre would beautify the 
city. Furthermore, if he could provide an arts education to talented high school students to 
nurture and develop their artistic gifts they, in tum, would enhance New York City's 
culture and society with music perfonnances and art displays. Stuyvesant High School 
and Brooklyn Technical High School provided opportunities for academically-gifted 
students, and LaGuardia wanted to offer the same opportunities to artistically gifted 
students. To achieve these ends, LaGuardia set to work on establishing a committee in the 
ensuing months following the New York Times ' February 1934 announcement of the 
music and art high school's pending establishment. 
Municipal Art Committee 
'"To endeavor through art to increase the grace, 
happiness, and beauty of our municipal l(fe. "254 
The purpose of The Municipal Art Committee was to aid LaGuardia in 
establishing a music and art high school , as well as an arts center for the city. He 
procured the assistance of Aida Matia Breckinridge255 in this endeavor. She was well-
known "for her service in the artistic, social and civic life of the city."256 After LaGuardia 
appointed her as chairperson ofThe Municipal Art Committee, Breckinridge immediately 
251 Benj amin Steigman, Accent on Talent: Nevv York 's High School of'Jv!usic and Art 
(Detroit , Ml : Wayne University Press , 1964), 15 . 
25
-l Fiorello H . LaGuardia in announcing the creation of the Muni cipal A..t1 Committee on 
January 7, 1935 . The Committee held its first meeting on January 15 , 1935 . 
2
'
5 In keeping with tradition she a lways refen ed to herself as Mrs. Hem y Breckinridge. 
She never s igned o tlic ial documents utili zing her first name. 
2
'
6 Press Release from the Offi ce of the Ma yo r, January 7, 1935. The LaGuardia and 
Wagner Archi ves. La G uardi a Community Co ll ege/ The City Uni ve rsity of New York. 
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began searching for suitable candidates to serve on the executive committee. In June 
1934, Breckinridge apprised the mayor of her progress informing him that she had sent 
letters to people she believed would willingly serve on the committee if he extended an 
invitation to thein. She infmmed the mayor that his secretary had a copy of the names, 
and she reminded him to provide her with other names he thought should serve on the 
committee as wel1. 25 7 Throughout the summer, Breckinridge enlisted committee 
members, and in July she provided the mayor with the following update, "The next time I 
see you I expect to have the repmi written out so that when you are ready you can 
announce the full committee."258 
In early January 1935, the mayor' s office sent a fonnal press release to all New 
York City newspapers announcing the creation of a 1 00-member Municipal Art 
Committee, chaired by Breckinridge, for "the purpose of fmmulating and carrying out a 
progressive municipal art program which [would] stimulate the artistic life and 
expression of this city. "259 At the committee ' s first official meeting at City Hall on 
January 15, 1935, at 2 p.m. the mayor outlined the committee ' s responsibilities and noted 
that several sub-committees would be fonned in the fields of music, art , and drama. The 
Stradivarius Quartet perfom1ed a shmi program of works by Beethoven, J. S. Bach, 
Marcel Toumier, and Gabriel Pieme prior to the meeting. The Legislature ofNew York 
subsequently incorporated the Municipal Art Committee as an Educational Corporation 
257 Breckinridge to LaGuardia, June 20, 1934. The LaGuardia and Wagner Archives, La 
Guardia Community College/ The City University ofNew York. 
25 8 Breckinridge to LaGuardia , July 25 , 1934. The LaGuardia and Wagner Archives , La 
Guardia Community College/The City Uni versity of New York. 
259 Press Release from the Offi ce of the Ma yor, January 7, 1935. The LaGuardia and 
Wagner Archives, La Guardia Community Co llege/ T he City University of New York. 
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in January 1935. 
The committee members soon fmmed sub-committees to represent music drama 
' ' 
and art, and Breckinridge appointed Walter Damrosch, Chairman of the Musicians 
Emergency Fund, to chair the music sub-committee. Damrosch was responsible for 
researching the feasibility of establishing a music and art high school. Table 3 below lists 
Damrosch 's committee members. 
Table 3 
Members of the Music Sub-Committee 
Name 
Bel Geddes 
Hennan Irion 
. ?60 Margaret Lew1 sohn-
Joseph Sheehan 
Marion Bauer 
George Gartlan 
Benjamin Grosbayne 
Albert Spalding 
Career 
Architect 
Chaitman of the Music Merchants Association 
Responsible for music and art activities in the 
public schools 
Responsible for music and art activities in the 
public schools 
Assistant Director ofMusic at New York University 
Director of Music for the BOE 
Member of the music depatiment at Brooklyn 
College 
Violinist 
I I Cl . 76 1 Note. Water Damrosc 1, 1a11111an.-
A month or so following the mayor ' s announcement at City Hall concerning the 
W I In formal document s Lewi solm always signed her name using her husba nd 's first 
name, Mrs. Samuel Lewi sohn, a custom during thi s time period. 
261 Breckinriclge in ··oamrosch to Plan Cit y Arts School ," New York Times , February 28, 
1935. 
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responsibilities of the committee members, Breckinridge stated for the New York Times 
that the school would not be a conservatory nor would it replace "community schools and 
settlements which have rendered such unique and colorful neighborhood service to the 
people of this city. "262 Rather, the school would "enable more people to participate in the 
pleasure that artistic entertainment offers,"263 thus reiterating for the public Mayor 
LaGuardia ' s objective for this educational and cultural endeavor. 
Damrosch and his music sub-committee moved quickly to organize an arts high 
school. The committee in conjunction with the BOE reached an agreement to establish a 
Music and Ati High School in the old Teachers College building on West 135111 Street and 
Convent Avenue on Manhattan' s upper-west side. An elementary school and an annex of 
Wadleigh High School for girls occupied the building at the time, but the BOE promised 
to make anangements to re-locate both schools p1ior to September. On May 28, 1935, the 
Municipal Ati Committee met in Mayor LaGuardia ' s office to fonnally announce that the 
school would open in September. 
The high school did not open as anticipated in September 1935 due to problems 
with the budget. An unproductive budget meeting264 by the Board of Estimates futiher 
compounded budget issues that remained unresolved throughout October. John L. 
Tildsley, Assistant Superintendent of the BOE, agreed with Citizens Budget Commission 
members ' opposition to awarding the BOE $50,000 to establish the music and mi high 
262 Breckinridge in "Damrosch to Plan C ity AJis School ," New York Times, February 28, 
1935 . 
26
.1 Ibid . 
~ 64 Based on information in ··M ayor Apo logizes to Tildsley for Ca lling Him an 
Ignoramu s; · New York Times. October 26 , 1935. 
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school.265 Tildsley contended that "talented children in such a school would strip all 
others [the city' s comprehensive high schools] oftalent. Depletion of school orchestras 
would cause a decline in the appreciation of music by school children."266 LaGuardia was 
so enraged by Tildsley's remarks that he publically called him an "ignoramus,"267 for 
suggesting such an idea. 
Despite Tildsley's opposition, the Board of Superintendents and the BOE 
resolved during their meetings of October 24 and 25 , 1935 respectively, to establish a 
high school for talented students in music and art. The BOE reached an agreement with 
the Board of Estimates concerning the allocation of funds for the school and proposed a 
February 1, 1936 opening. 
Th e BOE Advertised the New HSMA 
The BOE's next task was to advertise the new High School of Music and Ati 
(HSMA) to cunent eighth grade students who attended New York City's public and 
private schools. Members of the board determined that the high school would operate as a 
city public high school hence no tuition would be charged provided that the student lived 
in one of the city' s five boroughs. 26x The BOE futiher stipulated that enrollment would be 
limited to 250 boys and girls equally divided between the music and art departments for 
the February 1936 opening, and that an additional 250 students would be admitted in 
265 Based on infonnation from ··Mayor Apologizes to Tilds ley for Calling Him an 
Ignoramus," New York Times, October 26. 1935. 
266 
" Mayor Apo logizes to Tilds ley for Calling Him an Ignoramus, .. Nevv York Tim es, 
October 26, 1935 . 
267 Ibid. 
~ 68 Manhattan, Queens. Brookl yn. The Bronx. and St<1ten Is l<l ncl. 
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September. The BOE emphasized that the high school was not vocationally-oriented nor 
would it prepare students for employment in the arts upon graduation. Rather, "courses 
[would] build a sound base for later specialization and [would] give preparation to those 
who [wished] to continue their studies in higher educational institutions. "269 
HSMA 's Anticipated Curriculum 
Alexander Richter, chainnan of the HSMA 's music department, authored the 
school ' s anticipated music curriculum during the fall of 1935.270 To ensure its 
appropriateness in content for a specialized mis school, Richter consulted with Walter 
Damrosch, and later recruited expetis in the music field to further evaluate the anticipated 
music cuniculum. Table 4 lists the members of this evaluative group and their careers. 
Table 4 
Members of the Evaluative Group 
Members 
Ernest Hesser 
Russell Catier 
George H. Gartlan 
Emest Schelling 
Career 
Music professor at New York University 
Member of the New York State Education 
Depatiment 
Director of Music for the New York City Schools 
Pianist and music teacher 
269 Howard A Shiebler, "New High School of A11s: Talented Pupil s Are Being Selected 
fo r Classes Opening in February," Nevi' York Times, December 29, 1935. 
270 It is safe to sum1ise that Richter most likely began working on the music curri culum 
after October 24 and 25 , respectivel y since thi s is when the Supe1intendent or Schoo ls and th e 
BOE approved to establi sh the school. 
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These music experts approved Richter's music curriculum, which included: 
training in the rudiments ofhannony, counterpoint, orchestration, and composition; piano 
instruction for all students as a basis for understanding music; theory courses which 
included melody writing, dictation and ear training; participation in chamber ensembles, 
orchestras, bands, and choral singing, and the opportunity for students to practice their 
instrument during the school day. "Instruments ... and other supplies [would] be fumished 
by the Board of Education . . .. "27 1 Menken, a trombone student in the instrumental music 
department in 193 7, paid homage to Richter who had inspired Menken to becoming a 
professional musician. Menken had initially thought ofbecoming a music teacher like 
Richter. Ultimately, he chose a perfonning career after he successfully auditioned for the 
New York Philhannonic Orchestra in 1944.272 
In addition to providing students with a sound musical training [and art training] 
the school emphasized a rigorous academic program, which would prepare students for 
college if they so desired. This dual mi ssion of providing "each student with professional 
preparation in conservatory arts education and in college preparatory academic 
education,"273 remains intact as of2011. 
271 Richard Tompkins, " Schools To Start 2 Novel Projects," New. York Times, February 2, 
1936. 
272 Julian Menken phone interview with Peris Alban, April 20, 2010. Menken became a 
professional trombonist with the New York Philharmonic Orchestra , and NBC's Voice of 
Firestone Orchestra. While at the HSMA he prepared a book of orchestral excerpts and solos for 
trombone titl ed, Antho/ob_ry of Bass Trombon e Excerpts . It was published in February 1941 by 
Carl Fisher Publications. Menken li ves in Scarsdale, NY, and continues to attend the semi-annual 
concerts at LaGuard ia Arts HS as often as he can. 
m Miss ion Statement of LaGuardia A tis High School, accessed May 5, 20 12, 
http ://www .I a guard ia hs .org/a bout/mi ss ion . html. 
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Admissions 
Before the HSMA officially opened on February 3, 1936, middle school 
principals determined students ' eligibility for submitting an application to the high 
school. Admissions criteria for 8111 grade students included a demonstration of talent in 
music or art at an interview with their current school's principal, as well as a student ' s 
expression of intent to eam a high school academic or general diploma. Interested 
students ' parents or guardians were also required to interview with their children ' s 
current principals who provided them with infonnation about the new high school ' s 
academic and arts cun·iculum. Prospective music students had to specify if they were 
instrumentalists or vocalists; if they took private music lessons, and if so, how long they 
had been taking lessons; and if they perfmmed with an orchestra, band, choir, chorus or 
other perfonning groups. If more students applied than available seats, junior high school 
principals scrutinized the students' records of scholarship, attendance, and character. 
Additionally, those principals had to decide whether or not a student was ·'imaginative, 
inventive, original or possessed of native ability in mi appreciation."274 The school ' s 
educational objectives were to provide students who were gifted in music and art an 
education that would not only develop their artistic abilities, but would develop their 
academic prowess as well. Students could choose to graduate with an academic diploma, 
which enabled them to continue on to college, or they could graduate with a general 
diploma if they were not college-bound. "The fundamental idea ofthe school is to give 
274 Howard A. Shiebler, "New High School o r Arts: Talented Pupil s Are Being Se lected 
for Classes Opening in February," New York Tinu:s. December 29, 1935 . 
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these talented pupils an opportunity to develop their abilities to the utmost."275 
HSMA 's First Year: 1936-1937 
The HSMA officially opened its doors to 215 accepted students on February 3, 
1936.276 The school, located at West 135111 Street and Convent Avenue in upper 
Manhattan, shared the building with girls from an annex of Wadleigh High School and 
elementary-aged children from Public School 134. The school was "the city ' s first school 
devoted exclusively to gifted children,"277 in music and art and the BOE considered the 
school ' s first year experimental. 
HSMA: Dedication Ceremony 
With members of the BOE, LaGuardia attended the HSMA' s dedication 
ceremony, which took place on February 14, 1936, in the school ' s auditorium. 
Breckinridge, chairperson of the Municipal Art C01mnittee spoke briefly as did 
Damrosch, chainnan of the music sub-committee, which had been instrumental in all the 
planning phases of the school's development. Damrosch announced that the opening of 
the new high school marked a new era of cultural development in the city, while 
LaGuardia stated, " I believe that this is one of the best contributions which I will be able 
275 Frederic Ernst , Report on Th e Music and Art High School (June 28, 1937), 2. 
Municipal Archives, Manhattan, NY. 
276 The New York Times published two articles on the opening of the school, one on 
February 2'"1, and the other on February 4'h 
277 Richard Tompkins, " Schools To Start 2 Novel Proj ects," Ne H· York Tim es, February 2, 
1936. 
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to make to the educational system of the city as long as I am Mayor ofNew York."278 
The mayor concluded the ceremony by declaring, "I predict that in five years this will be 
one of the outstanding high schools in the country."279 
LaGuardia doted on the students as if they were his own children and referred to 
the school as "my baby. " "He would boast about the prizes the children [HSMA students] 
won in art and music contests, and would wag an admonishing pudgy finger at them if 
another school took away any of the honors. "280 
LaGuardia often gave gifts to the students of the HSMA, it was hi s way of 
showing them how dedicated he was and how seriously he viewed their education . Gifts 
were sometimes in the form of tickets so students could attend a rehearsal of the NBC 
Symphony Orchestra conducted by A1iuro Toscanini. He beli eved that students should 
have the opportunity to see professional musicians in action if they were contemplating a 
similar career of their own, and Toscanini happened to be the mayor's favorite musici an. 
LaGuardia was also friendly with Onorio Ruotolo, a renowned sculptor. Ruotolo 
was particularly fond ofToscanini as was LaGuardia. Therefore, the mayor requested that 
he make a bust of the famous conductor to display at the school to remind students to 
strive for excellence in their miistic endeavors . Ruotolo cast the bust in bronze and placed 
it on a pedestal. On December 27, 1939, the BOE pennitted the HSMA to accept 
Toscanini ' s bust from the mayor. The bust was delivered and placed in the school's hall 
m Mayor LaGuardia in Richard Tompkins, " Schools To Start 2 Novel Projects," NeH' 
York Times. February 2, 1936. 
m Ibid. 
2 ~ 11 Benjamin Steigman, Accent on Talent: New York 's High School uf!V!usic und Art 
(Detro it , M 1: Wayne Uni versity Press, 1964), 13 . 
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by the elevator, and LaGuardia counseled the students, "The Maestro will remind you of 
what is meant by excellence and tireless work to achieve excellence."28 1 When the school 
moved into its new facilities , Toscanini ' s bust was relocated and placed outside 
LaGuardia Arts High School ' s main auditorium. (The bust appears in Figure 5.) 
When LaGuardia died on September 20, 1947, the HSMA community mourned 
his passing. Shmily thereafter the student body filed into the auditorium to pay their 
respects and listened as the chorus sang the Cruc[fixus , from Bach' s b minor Mass. "Then 
they filed slowly out past the bust ofToscanini that he had given them to represent his 
h 1' . . ~ 11 ,?82 sc oo s stnvmg 10r exce ence. -
cS I Benjamin Steigman, Accent on Ta!enr. Nn1· York 's High School ofMusic and Arr 
(Detroit , M 1: Wayne Uni versity Press, 1964), 13 . 
c~2 Ibid. , 284 . 
Figure 5. Toscanini Bust 
(Photograph courtesy of Peris Alban) 
Administration and Faculty 
Because the BOE considered the high school 's first year a trial , they did not 
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appoint a principal dedicated to the HSMA. Instead, the board appointed Frederic Ernst, 
Assistant Superintendent of Schools, and Frank A. Smerling, Acting Principal, to oversee 
the high school. Alexander Richter chaired the music department, and Helen Clarke 
Moore taught vocal music. A May 193 7 list of music teachers from a semi-annual 
program suggests that the listed teachers were also appointed to the school when it 
opened in February 1936. Table 5 lists those music teachers. 
Table 5 
The HSMA Music Faculty 
Music Faculty 
Alexander Richter 
Helen Clarke Moore 
Ruth Coleman Caldor 
Arthur H. Christnl.imn 
E. Scribner Cobb283 
Ernest A. Muratori 
Mildred Nesson 
Walter F. Potter 
Isidore Russ 
Position 
Head ofMusic Department and Instrumental Music 
Head ofVocal Department 
Teacher 
Teacher 
Substitute Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
183 The BOE appointed Cobb to a full time position in November 1937. He composed the 
text for the school song and chose the opening theme from Brahms' Finale, Symphony No. 1, to 
accompany the text. Cobb left the school in 1944. 
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Note. The concert program did not indicate whether faculty taught instrumental or vocal 
mUSIC. 
Purchasing Instruments and Musical Supplies 
During the first and subsequent years purchasing materials such as musical 
instruments and musical supplies was a complicated and lengthy process for the 
HSMA.284 Faculty had to request items and submit to the BOE's Committee on Finance 
and Budget. If the committee approved a purchase then the request was forwarded to the 
Superintendent of School Supplies for final approval. Once the superintendent approved 
the request, he advertised the items and waited for BOE authorized vendors to submit 
their bids. Once the board authorized a vendor, the Superintendent of School Supplies 
purchased the requested items. Table 6 chmis itemized requests made by Richter during 
the school ' s early years . Unf011unately, the requests were generic and did not specify 
what specific music and musical instruments were purchased with the exception of a 
purchase order for 1 0 bass viols in March 1936. 
Table 6 
Richter' s Purchase Requests for the Music Department 
Date Requested Category Amount Approved 
February 13, 1936 Music and Musical $9,224.58 Yes 
Instruments 
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March 11, 1936 Rescind Feb. 13 Not given Yes 
approval of 1 0 bass 
viols for purchase of 
a new type ofbass viol 
May 13, 1936 Music and music $5,544.48 Yes 
supplies 
December 28, 1938 Musical instruments $2,133.10 Yes 
March 21, 1945 2 Steinway re-built Not to exceed Yes 
pianos $7,000.00 
Richter kept abreast of developments in the music field and after discovering a 
newer bass viol model, he requested that the February purchase of 10 bass viols be 
rescinded in March 1936. The newer instruments were constructed with three-ply wood 
and would be less likely to crack. " I recommend that we reorder a new model wood bass 
guaranteed indefinitely against cracking. This bass is constructed from three ply wood, 
and is treated with a vamish that is weather resistant. "285 The BOE approved Richter's 
request. 
''The Castle on the Hill " 
The Castle on the Hill was an endearing name a student gave to the HSMA during 
the school ' s fonnative year. When the HSMA opened February 3, 1936, it shared 
facilities with an elementary school, Public School 134, and an annex of Wadleigh High 
285 Alexander Richt er in Minut es of th e Board of Educati o n, II March 193 6. Municipal 
Library, Manhattan, NY. 
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School for girls--despite the BOE's promise to relocate them prior to the HSMA 's 
opening. The HSMA utilized about twelve classrooms on the upper floors of the building, 
which were highly inadequate for specialized instruction in music and art. Moreover, the 
HSMA students "were in some respects part ofWadleigh High School because HSMA 
students completed their academic work with the teachers of that school."286 
Although HSMA students shared a building and academic teachers with the annex 
of Wadleigh High School for girls during its experimental year, students regarded their 
school as separate and unique. One student at a school-wide assembly87 described the 
HSMA as a castle on the hill based on the building's architecture and the students' 
location in the upper twelve classrooms of the building: 
. .. At that first assembly too there was tribute given the modified Gothic 
architecture of the school. "Why, it ' s a castle we' re in up here on the hill!"' That 
exclamation won applause and thereafter the students refened to their school 
building as the "Castle on the Hill."288 
The Wadleigh High School girls retained the name of their school.289 Alumni290 rarely 
used the high school ' s official name instead they typically used the endearing phrase, 
"Castl e on the Hill," or simply "the Castle." (See Figure 6 and Figure 7 for photographs 
of the building and main entrance). 
no Benjamin Steigman, Accent on Talent: New York 's High School a/Music and Art 
(Detroit , MI: Wayne State University, 1964), 31. 
287 No exact day and month was provided by Steigman. 
288 Benjamin Steigman, Accent on Talent: New York City 's High School o(Jvfusic and Arl 
(Detroit , Ml : Wayne State University, 1964), 32. 
2
x
9 This was true of PS 134 as well. 
2
'JO l di scovered this fact when l interviewed alumn i. 
Figure 6. The High Schoof oj'Music and Art 
(Photograph courtesy of Andrew Galambos, 1968) 
Figure 7. Main entrance of the High School of Music and Art 
(Photograph courtesy of Andrew Galambos, 1968) 
Nonnan Mintz, a HSMA alumnus, described the inside of the school as 
continuing the gothi c architecture of the exterior. He associated this gothic style to the 
serious atmosphere that penneated the inside of the school. ln particular, the auditorium 
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seemed to encourage students to take their work seriously. Mintz more fully appreciated 
the architecture when he visited the school during a reunion in June 2009: 
For the reunion [2009] we were able to sit in the auditorium. I think that's part of 
the seriousness of the school because it's a gothic revival school , so you ' re 
walking into what is basically a church, and you especially feel that when you 
walk into the auditorium. Now, I always remembered the auditorium as this big 
room but never appreciated it until I came back this last June, when we sat down 
as a class in this church. Unbelievable . . . You sit around and it ' s leaded glass, it's 
not stain, and it has two aisles, the ceiling is enormous, it's all superb gothic ... but 
there ' s a quality of light and so forth that feels like you 're in a church and that 
pretty much set the tone for the rest of the school. When you come into the 
school , you ' re in that ante area where the principal ' s office is [and] the assistant 
principal ' s. It ' s all paneled oak, very dark, very somber, gargoyles everywhere, so 
it ' s like, [whispers] shhhhhh, so that had to have a bearing on you as a student.29 1 
The first year was challenging for the HSMA students; the space was cramped 
and students had to contend with elementary school children and the Wadleigh High 
School girls. " Patience and f01iitude," LaGuardia used to say when closing his weekly 
radio broadcasts, Talk to the People, and that was his advice for the impatient students 
who wished to "be in complete possession of the building."292 
Despite the challenges students loved the Castle on the Hill and its location, and 
alumni shared that there was a kindred spirit that prevailed among students and faculty. 
Paula Washington, who was overjoyed that the city had a high school specializing in 
music and art stated that the school was "where soul-mates met every day, and it was a 
relief to be there."293 James Gold remembered being SUITounded by musicians and artists, 
2
'
11 Norman Mintz, M&A ' 59, interview with Peri s Alban, February 17, 2010 , M anhattan , 
NY. 
291 Benj amin Steigman, Accent on Talent: New York City's High School o{Music and Arl 
(Detro it , Ml: Wayne State University, 1964), 34. 
c'l .
1 Paula Washington interview by Peri s A lban, May 4, 2010 . Manhattan, NY. 
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which "was the best feeling in the world,"294 and those artists were "my heroes. "295 Peter 
Bakstansky "always liked the building and going into it. Several of us would get together 
in Manhattan and travel together on the bus and then walk up the hill to school."296 
The school was open to all interested students who resided in one of the city's 
five boroughs as long as they passed the audition. Students traveled to school by bus or 
subway sometimes both, while a few rode their bikes. After the first year and a half a 
handful of students hopped on the Staten Island Feny to catch the subway at the tip of 
Manhattan and then traveled more than two hours one way to the school. Traveling this 
distance was unadvisable by middle school guidance counselors, yet many students 
ignored the advice because of their passion for music or art. One student in particular, 
who travelled from Staten Island eamed the distinction of never being absent or late to 
school throughout his four years at the school. Other students "traveled from the depths 
of Brooklyn three hours daily to get to the school and back. "297 Peter Nero298 paid 
homage to the HSMA in this manner, "There were 31 subway stations to the Castle from 
my home in Flatbush [Brooklyn]; I would leave home at seven o ' clock, return at 5:15--
and then I had to do my practice and my homework. And I took it all in happy stride. "299 
294 James Gold interview with Peris Alban, May 8, 2010 . Teaneck, NJ. 
295 Ibid. 
2
% Peter Bakstansky interview by Peri s Alban, October 7, 2010 . Manhattan, NY . 
297 Seymore Shifrin in Benjamin Steigman, Accent on Talent: New York City 's High 
School of Music and Art (Detroit , MI: Wayne State University, 1964), 334. Shifrin graduated in 
1944 and became a famous American contemporary composer. He passed away in 1979. 
298 Peter Nero is a famous jazz piani st who graduated ti"om the HSMA in 1951 . He 
continues to perform today (20 II). 
299 Peter Nero in Benj amin Steigman, Accent on Talent. Ne11 · York City 's High School of 
Music ond Art (Detroit, Ml: Wayne State University, 1964), 339. 
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HSMA 's Experimental Status Completed 
At the end of the HSMA' s first year, Ernst concluded that the high school was a 
resounding success as evidenced by the unprecedented number of applicants who desired 
admittance to the school. When Ernst interviewed potential students and their parents 
during the audition period, they informed him that the school was a welcomed addition to 
theN ew York City Public High Schools. Some parents admitted to Ernst that they had 
moved closer to the school hoping that their child would pass the audition thus making it 
easier for them to attend. 
Smerling300 commented on the apparent growth that had taken place in all the 
students during the first year. He attributed the school's success to the talented student 
body who viewed the school as a natural progression of their artistic development: 
We feel that growth has taken place in our pupils through this mi and music 
work .... In general there is an alertness on the part of the student body evident 
to all who visit the school. The idea is fundamentally that ofleading a child to a 
fuller realization of his own potential. 30 1 
The Board of Superintendents also recognized the school ' s potential and 
introduced a resolution to the BOE on December 23, 1936 to establish the HSMA as a 
separate entity removing its affiliation with the Wadleigh High School. The BOE 
approved the resolution and made provisions in the 1937 school budget to hire a 
principal. 'The experiment has been tenned a success by members of the Board of 
Education, by the Mayor, by the Board of Superintendents, and by the students 
10° Frank A. Smerling, Acting Principal of the HSMA during its first year. 
10 1 Frank A. Smerling in ''Music and Art Set as School Course: · N e 11 ' York Times. April 
II , 1937. 
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themselves. This semester the school has been placed upon a permanent basis ."302 
The HSMA formally severed ties with the Wadleigh High School for girls on 
February I , I937, and Smerling and Ernst continued to oversee the school until the BOE 
appointed a qualified principal. 
The HSMA 's First Year Report 
At the close of the HSMA 's first academic year in June 1937, Ernst, Assistant 
Superintendent of Schools assigned to oversee the school, prepared a report on the school 
and submitted it to Tildsley, the BOE's then Acting Head of the High School Division . 
In his repOii, Ernst discussed among other topics, (a) the school 's location in Wadleigh 
High School on West 135th Street and Convent Avenue; (b) growth ofthe school; (c) 
course of study in music as compared with other city high schools; (d) progress of 
students in music; (e) academic progress, and lastly, (f) the future of the school. 
According to Ernst, the BOE chose the West 135111 Street and Convent Avenue 
site because the building was in excellent condition; had a beautiful exterior, and had 
several large rooms conducive to the needs of the art department. Unfortunately, the 
rooms were not sound proof, and the academic teachers--particularly the French teachers-
-complained bitterly. Leaming tasks such as conjugating French verbs was challenging 
when a full orchestral rehearsal was in progress or when a small group of brass students 
practiced. The inside of the school was also ill-suited for transporting large musical 
instruments such as the double bass , tuba, and harp because the hallways were narrow 
1112 
··Music and Art Set as School Course: · Ne1r York Times. April II , 1937. 
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and always crowded when the bell rang at the end of class. In addition, the music 
department was located on the fifth floor and students had to carry their instruments 
upstairs. The school reserved elevator use for teachers and administrators; school rules 
prohibited students from using the elevator unless they had a doctor's note. The music 
rooms were always crowded, and there was insufficient storage space for musical 
instruments and equipment. Despite the building's shortcomings students looked forward 
to going to school every day to play music and learn. " It totally changed my life 
forever,"303 admitted Gold, "it was the best four years of my life."304 Barry Goldberg 
shared that it was a "great experience, I mean, just the fact of meeting people in a school 
who came from all over the city, from different socioeconomic backgrounds, I mean, it 
was like a feast. "305 
The HSMA expetienced a steady growth of applicants with each subsequent 
audition cycle after the school's 1936 February opening. The greatest increase occurred 
between February 1937 and September 1937. Table 7 charts the number ofmusic student 
applications from February 1936 to the fall of 1937 and the number of admitted students 
for the same time period. 
~o.1 James Gold, M&A ·ss , intervi ew with Peri s Alban, May 8, 2010. Teaneck, NJ . 
-"
14 Ibid . 
.1115 Barry Goldberg, M&A "60, phone interview with Peris Alban, February 10. 2010. 
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Table 7 
Music Applicants and Admitted Students306 
Month and Year Music Applicants Music Applicants Accepted 
February 1936 132 100 
September 1936 186 123 
February 1937 230 137 
September 1937 324 147 
By September 1937, student enrollment at the HSMA totaled 945 , supported by a 
staff of 53 members. Ernst explained that, "compared with our other high schools it is 
small. Compared with high schools the country over, it is already a large school. "307 
Unfortunately, Ernst did not provide infom1ation listing the school ' s total emollment for 
September 1936, and February 1937. 
Since the school was still in its infancy stage and was the first "high school of its 
kind to be organized in the United States,"308 an important objective dming the school ' s 
first year was for faculty to treat its mission and curriculum as experimental, which over 
the course of time would develop as the school matured. Richter decided not to 
implement a full four-year curriculum, instead he focused only on the first full year of 
music instruction. Richter added courses to the music cun-iculum as the school 
progressed and developed. The first year curriculum focused on instrumental and group 
·
106 Informat ion provided from Frederic Ernst, Report on The Music and Art High School 
(June 28 , 1937), 8. Municipal Archives, Manhattan, NY. 
307 Frederic Ernst , Report on The Music and Art High School (June 28 , 1937) , 13. 
Municipal Archives, Manhattan, NY. 
308 Ibid. , 3. 
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practice, voice for all students, and theory. Additionally, all students in the instrumental 
department learned to play a secondary instrument. 
The course of study in music at the HSMA as compared with other city high 
schools was significantly different. The school filled a void in the city's educational 
system by providing an arts education to talented students, who found themselves 
surrounded by other students who had "similar tastes, ambitions, and abilities ."309 The 
music curriculum enabled students to take three periods of music classes per day as 
opposed to one or two in regular high schools, and the academic program addressed the 
needs of these talented and gifted students by offering them advanced courses. Students 
practiced in designated rooms, and the school provided instruments and supplemental 
materials. 
Faculty carefully monitored students ' progress in music during the course of the 
year. In his year-end report Ernst documented that of the 350 students in the music 
department, faculty recommend six for transfer to other schools310 because they had not 
demonstrated sufficient growth. Ernst also reported that to ensure student progress, 
faculty members would continue to monitor individual students. 
Several music (and art) teachers showed interest in the school and its organization 
as evidenced by those who contacted Emst. Many of these teachers taught around the 
countri 11 and several visited the school during its first year in operation. The HSMA 
became a model for music educators locally during its first year of existence, and New 
-'
09 Frederic Ernst, Report on The Music and Art High School (June 28 , 193 7) , I 0. 
Municipal Archives, Manhattan, NY. 
·
110 Ibid ., 12 . 
' " Ernst did not li st specific schools and cities with the exception ofNew York City. 
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York City's music (and art) teachers were particularly intrigued with the school's 
curriculum and its implementation and visited the school to gain insights on how to teach 
music in their schools. 
The mission statement of the school clearly indicated that students ' academic 
training was as important as the music or art intensive training. At the conclusion of the 
193 6-193 7 academic school year Ernst reported that 12% of the student bod/ 12 needed 
additional support with their academic courses. Emst supplied data for students who 
failed three major subjects at the conclusion of the winter tenn in January 1937. (See 
Table 8.) 
Table 8 
Number of Student Failures of Academic Subjects313 
Academic Subject 
English 
French 
Mathematics 
Total Number of 
Emolled Students 
413 
352 
200 
Total Number of 
Students Who Failed 
18 
52 
28 
During this first-year period the school curriculum emphasized English, mathematics and 
foreign language, and Ernst hoped that an academic suppoti system could be established 
to assist failing students. With the enforcement of the No Child Left Behind Act 2001, 
m 85 students out of a total 670. 
:m Data provided from Frederic Emst, Report on The lv!usic and Art High School (June 
28 , 1937). Municipal Archives, Manhattan, NY. 
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English and mathematics scores determined a student's success in school and emphasis 
on foreign language was omitted. 
The final segment ofEmst' s HSMA's first-year report addressed the school's 
future within the New York City's public school system. The HSMA filled a void in the 
city's educational system by providing an arts education to talented students, along with a 
rigorous academic training. Emst used this rationale to support the school ' s continuation 
past its experimental first year. The BOE concluded that the school was successful and 
abandoned the school ' s experimental status and granted it autonomy from the Wadleigh 
High School for girls . When the HSMA students retumed in September 193 7, the school 
had music, art, and academic departments. In concluding his report, Emst espoused the 
greatness of the school and announced that Smerling would continue to over-see the 
school in September 1937, until the BOE found a suitable principal. 
Several HSMA alumni corroborated Emst's rationale for establishing the school 
based on its own merit past its experimental stage. Alumni mentioned that they never 
would have survived their neighborhood high schools with their artistic inclinations, 
which neighborhood students often ridiculed. Also, alumni noted that their neighborhood 
schools were unsafe. Marcia Slatkin recollected, "My father encouraged me to audition at 
the school so I could have a good education. We lived in East New York [Brooklyn] 
when I was growing up which was a bad neighborhood."314 Donna Dohetiy stated that 
she auditioned for the school because, "I was not going to go to Julia Richmond High 
School, my neighborhood school, because it was a zoo there. Ifl hadn' t been accepted at 
1 14 Marcia Slatkin interv iew byPeris Alban. February 16,2010. Manhattan, NY. 
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the HSMA, I would have gone to Brooklyn Technical High School. "31 5 Joshua Rifkin 
truly believed that attending the HSMA was a form of survival at its most primitive for 
him. He explained that he would not have survived his tough neighborhood school, 
DeWitt Clinton High School, situated in the Bronx. From an early age, Rifkin ' s musical 
gift was apparent to his family; therefore, attending the HSMA was the obvious choice 
for him: 
A few things I think were clear to me. The main thing was that I knew I couldn't 
survive at a regular, a normal New York City high school; it was going to be 
impossible. I had in my neighborhood a very tough school , DeWitt Clinton, which 
I could see was not a place that I would survive. So I applied to Bronx Science as 
kids did, and I applied to Music and Art. Obviously, Music and Art seemed more 
like the place for me .... In a way, without thinking of it, it was kind of like what 
you would call now, over-determined. I was a musical kid, something of a 
prodigy [and] I was also pretty much aware by then that I was useless at anything 
316 
else, so it hardly took any thought. .. 
Les Marshak had a similar experience. He did not want to attend his neighborhood school 
for fear of being beaten. Recognized as a pianist, people in the neighborhood informed 
Marshak that he should attend the HSMA because there they would develop his musical 
talents. Furthermore, he would not have to confonn to anyone's ideals, and he could be 
his own person. Marshak admitted that waiting for news of whether he had been accepted 
was quite horrendous because attending the local high school was not an option. 
HIGH SCHOOL OF MUSIC AND ART: 1937-1961 
By September 1937, the HSMA was its own school and could boast ofbeing New 
J IS Donna Doherty phone interview by Peris Alban. July 30, 2010. 
Jib Joshua Rifkin, M&A ' 61 , interview with Peris Alban, December 28, 2009. Boston, 
MA. 
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York City' s first established specialized public high school focused on educating students 
who were talented and gifted in music and art. In the ensuing quarter century, the school 
amended its admissions and recruitment procedures; appointed a qualified principal who 
could lead and further develop the school's mission; hired teachers who left an indelible 
mark on the music department; developed and expanded both academic and music 
curricula; established a music honor league and Arista league; refined its performing 
ensembles and established semi-annual concerts; invited professional musicians to spend 
time at the school ; organized memorial and milestone concerts; established a conce1io 
competition, and had students perfonn in various extra-curricular music activities. 
Amended Admissions Procedures 
Once the HSMA was fully established the admissions procedure was amended 
again, and 8th and 9th grade students auditioned or submitted an art portfolio in the fall of 
their senior year of junior, middle, or intennediate school at the high school. In addition 
to an instrumental and vocal audition applicants completed a short written assignment 
explaining why they wanted to attend the school and took a music aptitude test that 
included clapping rhythmic pattems, singing back short melodic phrases, recognizing 
intervals, and sight-reading on their instrument. Vocal students were not required to 
. h d 317 s1g t-rea . 
The admissions procedure likely began in spring 193 7, because the New York 
317 Prospective art students completed the same written assigmnent and had to submit 
samples of their work drawn in pencil , charcoal, ink, and color. Additionally, the day of their 
entrance exam they had to draw a human figure or still life from actual objects provided for them 
the day of their exam. 
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Times announced in April that 250 students had successfully passed the audition or art 
pmifolio exam for admittance in September. 318 Gabriel Kosakoff, an alumnus recalled, 
"The school was so small in its formative years that auditions were not necessary."319 
Kosakoff graduated from the HSMA in 1944 and recalled his 1939 audition. He returned 
to the school to teach instrumental music in 1956, having the honor of being the first 
alumnus to return to the school as a music teacher. 
If students chose to complete four years at the HSMA, they forfeited their junior 
high school graduation. The HSMA's administration prefened that students spend their 
entire four years at the high school because then students could complete the required 
music cuniculum in the first three years leaving opportunities to choose music electives 
in their senior year. No student was denied admission in 10111 grade if they passed the 
audition. 
During the mid-fifties the Board of Superintendents amended this provision for 
some unknown reason mandating that all junior high school students remain in junior 
high school until they graduated from 9111 grade. Although the board claimed, "Our 
educational system is focused upon the individual child to secure the optimum 
development of his potentialities,"320 a students' talent in music, art, or the sciences did 
not exclude them from the mandate. Alumni, Jonathan Strasser, Joshua Rifkin, Deborah 
Gorman, Ginger Gordon, Norman Mintz, Judge Richard Roberts, Albert Glinsky, and 
Donna Dohe1iy stated that they attended the HSMA for three years for grades 1 0, 1 1, and 
:m ' 'Music and A1i Set as School Course," inNevv York Times, April11 , 1937 . 
.1i'J Gabriel Kosakoff, interview by Peris Alban, January 18 , 2010, Manhattan, NY. 
1111 Benjamin Steigman, Accent on Talent: New York City 's High School ofMusic and Art 
(Detroit, Ml: Wayne State University, 1964), 58. 
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12. The mandate of students completing grade 9 in junior high school was eventually 
overturned in 1966 allowing HSMA students to spend four years at that high school. 32 1 
HSMA Recruitment 
The BOE's High School Directory provided information on all New York City 
high schools and aided in recruiting potential students. Prospective students could read 
about each of the high schools' programs and extra-curricular activities, as well as how to 
apply to those high schools which interested them. The earliest copy of a high school 
directory is a 19 53 edition, 322 which included information on the HSMA' s program and 
application procedures. According to the directory, the HSMA was open to boys and 
girls, had no zoning regulations, and required an entrance examination in musical skill or 
original art. High school directories for 1955, 1957, and 1958 contained identical 
information found in the 1953 edition. Junior high school guidance counselors in all five 
boroughs distributed this directory to all i 11 grade students prior to their summer 
vacation, which remains in effect today. 
In addition to the high school directory, student representatives from the city's 
specialized high schools began visiting junior high schools to recruit prospective 
students. Norman Mintz, a successful urban designer in New York City, recalls high 
school representatives visiting his junior high school in the mid-50s. He admitted that had 
it not been for his mother 's urging who recognized his miistic talent, he would not have 
.1
21 Although the BOE ove11umed the mandated junior high school rule, individual 
students could choose to remain in junior high school until they completed 9111 grade. It was an 
individual deci sion after 1966 and not a board mandate . 
.m Earli er directories must have been published but they were not found at the Archives. 
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applied to the HSMA. His mother persuaded him to apply after Mintz recounted the 
events of one particular morning to her when HSMA student representatives visited his 
school. Mintz expressed gratitude to his mother for encouraging him to apply to the 
HSMA because the school experience changed his life. 
High school representatives no longer visit junior high schools to recruit 
prospective students. The BOE arranges city-wide high school fairs in the fall at each of 
the five boroughs instead. 
The HSMA 's First Principal 
In November 1937, the BOE appointed Benjamin Steigman as the HSMA's first 
principal. He remained at the school until his retirement in 1959. Steigman was also 
present at the Waldorf Astoria Hotel in November 1924 and heard Berolzheimer's 
proposal to Hylan. Although he never perfonned in public, Steigman was a proficient 
violinist. Like Berolzheimer and LaGuardia, he understood and appreciated the 
importance of an mis education, and he was interested in becoming the principal of a 
specialized arts school. Harvey Dinnerstein sketched a portrait of Steigman shortly before 
he graduated in 1946. (See Figure 8.) 
BriefBiographical Information 
Steigman was born in Visby, Sweden, in 1888, and he arrived in New York City 
with his family in 1901 at age thitieen. Infonnation concerning his fonnative years is 
scant, except that he did not enjoy his time in school in his home country. "The harsh 
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discipline he had to endure at a laroverk (junior-senior high school) in the Swedish town 
ofVisby made him rebel against schooling through compulsion and fear. "323 
Figure 8. Portrait a./Benjamin Steigman324 
(Pmirait comiesy of Harvey Dinnerstein and 
Gabriel Kosakoff) 
Despite his attitude, Steigman graduated high school and continued on to college. 
He graduated from City College in 1910, and continued graduate work at New York 
University. In 1911 , he eamed a M.A. in English literature, and by 1917, he had eamed 
his doctoral degree. While Steigman attended graduate school he began teaching in the 
New York City public schools. After graduating from City College in 1910, he took a 
m Inside jacket cover in Benjamin Steigman, Accent on Ta/enr: New York's High School 
of'Music and Art (Detroit, MI: Wayne State University Press, 1964). 
'
24 The portrait is currentl y on di splay in the principal' s conference room at LaGuardia 
Arts HS . 
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teaching position at Public School 18325 in Manhattan. After a year, he accepted a 
position as an English teacher at Stuyvesant High School in 1911 . Steigman remained at 
Stuyvesant until 1922, when he was appointed chair of the English Department at Seward 
Park High School in Manhattan. He remained at Seward until his appointment as 
principal ofthe HSMA in November 1937. 
Steigman authored several books and articles throughout his career. A Wagne1ian 
scholar, he wrote two books on the composer, The Pertinent Wagnerite- Volume of 
Essays on Wagnerian Music Drama, in 1921 , and The Unconquerable Tristan-
Biography of Richard Wagner, in 1933. He contributed articles to joumals, magazines 
and newspapers, especially the New York Times and the Telegraph. 326 
Steigman was c1itical of the Ame1ican educational system as demonstrated in, 
·'our Antiquated Curriculum," published in Ap1il 1927, for Educational Review, and 
"Teutonic Influence on American Education," published in March 1929, in English 
Journal . He believed that the educational system was not progressive enough for 20th 
century America and relied too much on archaic European traditions brought over by the 
immigrants. His final book, Accent on Talent: New York City 's High School of Music and 
Art327 chronicled his tenure as principal ofthe HSMA from November 1937 until his 
retirement in June 1959. 
m This is an elementary school. Any public school in NYC that precedes a number with 
PS is an elementary school. 
m Newspaper and journal publications included, "The Great American Opera," published 
in October 1925, in Music and Letter, London, and "On Translating Wagner into English," 
published in January 1920, in Musical Quarterly . 
'"
7 Benjamin Steigman, Accent on Talent: Nevv York City ·s High Schoo l o{'Music and Art 
(Detroit. M 1: Wayne State University, 1964). 
114 
Steigman 's Leadership 
To better prepare himself for the possibility of being appointed principal of the 
city's first high school dedicated to music and art he "secured a sabbatical leave to go to 
Europe and study the organization of music and art schools there. "328 Berolzheimer wrote 
a letter of introduction for Steigman to take with him, but to Steigman' s disappointment, 
no secondary schools existed in Germany, France, Scandinavia, and England that offered 
music and art "as major subjects and as part of an academic, college-preparatory course 
of study."329 Steigman concluded that there was no precedent for such a school and it 
would have to be "organized and developed largely according to its special needs."330 
During Steigman's sabbatical year from Seward High School to travel around Europe,331 
he accumulated brochures and pamphlets from European schools, which became useful 
documents when he interviewed with the BOE for the position of principal at the HSMA: 
The accumulated European school brochures and pamphlets he brought home 
served him in a way ten years later, when the High School of Music and Art was 
to be organized. They were something of conversation pieces that perhaps helped 
to give him some advantage over other competing applicants for the position of 
principal of the school. 332 
The BOE entrusted Steigman and his faculty members with developing the 
school ' s arts and academic program since there was no blueprint for such a school at the 
328 Benjamin Steigman, Accent on Talent: New York City 's High School of Music and Art 
(Detroit, MI: Wayne State University, 1964), 10. 
329 Ibid. 
·'
30 Ibid. 
33 1 Although the exact year of the trip is unknown there is documentation that he took a 
course of study at The Sorbonne in Paris in fall 1926. There are no details concerning the course 
of study. This information is located in the Minutes, 10 November 1937, Board ofEducation. 
Municipal Library, Manhattan, NY. 
:m Benjamin Steigman, Accent on Talent: New York City's High School of"Music and Art 
(Detroit , Ml : Wayne State Un iversity, 1964), 10. 
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time. His experiences in Europe during his sabbatical may have uniquely prepared him 
for that job. Alumni and faculty members who knew Steigrnan as principal credited the 
school's continued success to his leadership as an administrator. Kosakoff, who probably 
knew Steigman the best and worked very closely with him testified, "We owe a large 
debt of gratitude to this remarkable innovative man whose courage and foresight lay the 
groundwork for the exceptional artistic and academic education that we have all been 
. "1 d . ,333 pnv1 ege to enJoy. 
Alumni and former faculty members from the HSMA characterized Steigman as 
caring and gentle. One alumnus desc1ibed Steigrnan as a debonair gentleman who 
"always dressed in a conservative business suit, white starched shirt with gold cuff links 
and a little flower boutonniere in the lapel of his jacket."334 Mintz recollected that 
Steigrnan' s persona fit with the over-all "gothic-ness" of the school building. He had a 
serious aura about him and there was no question concerning his authority. "You knew he 
was the head of the school, that there was just something very austere about him, very 
serious about him. He kind of went along with the wood work, all that gothic; he was 
perfectly suited for that build, that job, that school. .. "335 
When Steigman's schedule pennitted he visited classrooms where students 
greeted him enthusiastically. One student was designated336 to escort Steigman to a seat 
.m Gabriel Kosakoff, "Our Founding Father," (Alumni and Friends Association 
Newsletter, February, 2009). Kosakoff reiterated thi s sentiment during his interview with me in 
January 20 I 0. 
334 Ibid. 
335 Norman Mintz, M&A ' 59, interview with Peris Alban, February 17, 2010 , Manhattan, 
NY. 
' ·'
6 Thi s was always planned in advance. 
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where he would follow and sometimes join in the lesson. Teachers were less enthusiastic 
than their students to see the principal walk into their classrooms unannounced, and when 
the opportunity lent itself, teachers admitted to him that he made them feel a little 
nervous. As was in his nature, Steigman found a solution for his nervous staff. "He came 
for class visits without that book, joined in the recitation, shared the exhilarating tone of 
the classroom, [and] contributed to it whenever invited to do so."337 Steigman's 
explanation for this change in procedure demonstrated his concern for teachers and his 
level of commitment in ensuring they became first class educators. 
Steigman honored students "who had demonstrated exceptional academic or 
artistic achievement,"338 by inviting them to Thursday afternoon tea in his office. A group 
of about seven or eight students would receive a fonnal invitation a few days prior to the 
event. The invited students came to school appropriately dressed for the occasion, which 
meant a suit and tie for the boys and a patiy dress for the girls. "Since the invitees were 
dressed in their finest everyone knew who was on that week's Tea Part/39 list and they 
were envied by their classmates."340 Steigman had his students' best interests at heart, 
and during his tenure as principal, he requested that college admissions offices amend 
their admissions criteria. He wanted colleges across the country to accept students ' 
additional courses in music and ati for credit as they accepted credits for academic 
m Benjamin Steigman, Accent on Talent: New York City 's High School ofMusic and Art 
(Detroit, MI: Wayne State University, 1964), 10. 
m Gabe Kosakoff, "Our Founding Father," (Alumni and Friends Association Newsletter, 
February, 2009). 
339 The Thursday Tea was a formal affair. Tea was served in china cups and biscuits were 
served. Biscuit is the term Europeans use for cookies. By 1947, the Teas were held on 
Wednesday afternoons. 
-'
40 Gabe Kosakoff, ''Our Founding Father,' ' (Alumni and Friends Association Newsletter, 
February, 2009). 
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subjects. Unfortunately, colleges declined his request. 
Steigrnan officially retired as principal in June 1959, having reached the BOE's 
mandatory retirement age of 70. He returned to the school in September 19 59 for one 
additional year to teach Social Studies. When he fully retired in 1960, he began working 
on his last book. 341 
Music Department Faculty and Personnel 
When the HSMA officially opened on February 3, 1936, Richter chaired the 
music department. It seemed that alumni either loved Richter or they hated him. Gold 
recollected that students used to call him "Herr Richter" because ofhis dictat01ial 
manner. "My favorite part of the day was playing in orchestra and conducting. Richter 
was my teacher. He was the head of the department and we used to call him Herr Richter 
b h d. . 1 , 342 ecause e was very 1ctatona . 
By fall 1940, the music department had two music divisions: one instrumental and 
the other vocal. Richter continued to head the instrumental division, and Moore was 
appointed chair of the vocal division. Moore remained at the school until spring 1949. 
Richter assumed responsibility for both music divisions until September 1953, when 
Sybil R. Mandel was appointed chair of the vocal division and remained at the school 
until her retirement in 1972. Table 9 lists the names of those music teachers who taught at 
the school in the mid-1950s. 343 
·
14 1 Benjamin Steigman, Accent on Talent: New York City 's High School of Music und Arr 
(Detroit , Ml: Wayne State University, 1964). 
·
142 James Gold interview with Peris Alban, May 8, 2010. Tea neck, NJ . 
141 Music teachers were listed in the Semi-Annual Concert Programs and Yearhooks. 
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Table 9 
The HSMA Music Faculty 
Music Faculty Position 
Alexander Richter 
R. Sybil Mandel 
Head of Music Department & Instrumental Music 
Head of Vocal Department 
Ruth S. Bromley 
Chester Coleman 
Ruth L. Dolgow 
Anna Ext 
Irving W. Glazer 
Florence S. Hirsch 
Gabriel Kosakoff 
Mildred N. Landecker 
Morris Lawner 
Arthur Lilienstein 
Ben Lindeman 
David Lockett 
James F. Murphy 
Rita Rivkin 
Isidore Russ 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Note. The concert program did not denote whether teachers taught instrumental or vocal 
mUSIC. 
Mandel did not mind ifher vocal students occasionally strayed from the classical 
repe1ioire despite the fact that the music curriculum was rooted in the European classical 
tradition. Njeri described what happened to her in voice class one day when she decided 
to perform a popular song for her classmates. Mandel was quite impressed with her 
rendition and commented that her voice quality was quite different when she perfom1ed a 
popular song as opposed to a classical piece. 
Mon·is Lawner began teaching at the HSMA in 1951 teaching theory, 
119 
composition, and orchestration classes and collaborated in writing two theory textbooks 
with his colleague, Mildred Landecker. Published in 1956, they became the staple 
textbooks of the music department: Harmony in Action: An Integrated Approach to 
Musical Insight, Books I and II. 344 The text followed a sequential music theory 
curriculum. Lawner remained at the HSMA until 1973. 
In 1956, the BOE appointed two music teachers, Anna Ext and Gabriel Kosakoff, 
who remained at the school until 2001 and 1991 respectively. Ext was a vocal and music 
history teacher. She lived in the Bronx and commuted to the HSMA by subway. When 
the school relocated to the new building in 1984, Ext continued to teach until she retired 
in 2001. According to alumni students either appreciated Ext or they didn't, there was no 
middle ground. An alumnus provided an explanation for this relational dichotomy. Ext 
showed particular interest in a student if he or she was devoted to her and to their work; 
when student devotion waned, so did Ext ' s attention. This alumnus experienced both 
sides of Ext in his junior year at school and regarded Ext as an excellent music history 
teacher who taught her classes on college-level. This alumnus enjoyed conversing with 
Ext afterwards making him late for his next class. When he had to stop these 
conversations, Ext tumed her attentions elsewhere. She was so dedicated to music that 
she found discussions about music with her students more important than a student's 
·
144 Both textbooks were obtained from Stephanie Del Valle, from her student days at the 
HSMA, 1972-76. Her copies were later editions since Louis K . Wechsler' s name as p1incipal 
appears on the cover. Wechsler succeeded Steigman as principal in the fall of 1959. The ori ginal 
date of publication is found on the lower left hand side: "Copyright 1956." In addition, Lawner 
and Landecker acknowledged Steigman, "for hi s sustained interest , support , counsel and 
encouragement ; Sybil R. Mandel, for her enthusiastic promotion and generous help in bringing 
the project to fruition , and Al exander Ri chter for hi s va luable criticisms and suggestion s." 
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schedule. Students perceived her as playing favorites with those who demonstrated the 
same passion for the subject. 
Gabtiel Kosakoff, also appointed in 1956, had the distinct honor ofbeing the first 
alumnus appointed music teacher at the HSMA. He entered as a piano student in 1940, 
and since the music department required that all piano students choose a secondary 
instrument, Kosakoff chose the trombone. Among his classmates were Stanley Drucker 
(principal clarinetist of the New York Philhannonic), Bernard Garfield (bassoonist with 
the Philadelphia Orchestra), and Richard Horowitz (timpanist with the Metropolitan 
Opera Orchestra). After graduating in 1944, Kosakoff was recruited into the anny "and 
headed for Manila on a transpoti ship."345 When the atomic bomb ended WWII, Kosakoff 
traded his rifle for a trombone, and the atmy assigned him to a band. Kosakoffs assigned 
band already had three trombonists therefore, " the colonel directed him to fill its only 
open position--conductor."346 After returning to New York City at the end ofthe war, 
Kosakoff entered New York University, where he earned a bachelor' s degree in music 
and a master ' s degree in music education. When he returned to the HSMA as a teacher, 
he acknowledged, "I felt right at home immediately."347 
Kosakoffs achievements as teacher were many. During his tenure at the HSMA, 
Kosakoffspecialized in brass instruction and conducted several ofthe school ' s bands. He 
established a wind ensemble at the HSMA, which later served as a model for other high 
school wind ensembles throughout New York State. He developed high school 
345 Infonnation taken from http ://www.eldercountry.com/spotlight/mayOlO.shtml 
accessed July 23 , 2010 . 
346 1bid. 
347 Ibid . 
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percussion, electronic music, and jazz programs that other performing arts schools 
nation-wide used as models. 
Kosakoff expressed his appreciation to Steigman, who chose him to assist 
Steigman in writing the HSMA's history, Accent on Talent: New York's High School of 
Music and Art.348 Following Steigman's death in 1974, his wife gave many of her 
husband 's possessions to Kosakoff, which included his books on Wagner. 
The HSMA 's Academic Courses 
Out of the scheduled nine periods a day students took five or six academic classes 
culminating in compulsory Regents exams that were held in January and June of each 
year. The HSMA introduced Advanced Placement (AP) classes in English, science, and 
social studies soon after the school celebrated its tenth anniversary in 1946. 
The English course was a standard four-year course with elective classes offered 
in the upper terms. The electives were dramatics, joumalism, creative w1iting, and 
English literature. The dramatics class wrote and performed original plays; the joumalism 
class published the school's paper, Overtone; the creative w1iting class was responsible 
for the publication of the Yearbooks , and the advanced English literature class studied 
literature not included in the regular English course. 
Students were required to take foreign language courses for three or four years. 
French, Spanish, Italian, and Gem1an were offered; Regents exams for these were given 
at the end of each course. Vocal music students were mandated to study introductory 
'
4S Benjamin Steigman, Ac<.:enl on Talent: New York's High School o(Music and Art. 
(Wayne State University Press, Det roit: Ml, 1964) . 
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Italian, German, and French in addition to choosing one language for in-depth study. 
Social Studies followed a mandatory three-year sequence, and students studied 
Civics for one term. Modem World History and American History were year-long 
courses culminating in the Regents exams, and student studied Economics during their 
semor years. 
The school's Social Studies Club according to Steigman (and articles from 
Overtone349), was "the most popular of their extracurricular organizations. "350 HSMA ' s 
first entering class established the club in response to events that were taking place in 
Europe. Students used their musical and atiistic talents to raise funds for the Red Cross 
and other worthy causes. The club also operated a sub-club known as the Co-op Club, 
which ran a democratically controlled student cooperative store. 
Required and elective science courses were offered throughout the students' four 
years at the HSMA. Each science class culminated in a Regents exam. General science 
and biology were required classes for freshmen and sophomores, and electives in 
chemistry and physics were offered to juniors and seniors. A close relationship existed 
between the science and music depmiments especially when students examined "the 
study of acoustics and the properties and development of musical instruments"35 1 in 
physics class. The school offered applied chemistry and applied physics for students who 
were not college-bound. 
J49 Overtone would publish the school' s extra-cunicular activities as well as publish 
articles commenting on cwTent nationa l and world events. 
NJ Benjamin Steigman, Accent on Talent: New York 's High School o{"Music and Art 
(Detroit , MI: Wayne State University, 1964), 198. 
JS I Alexander Richter and Helen Clarke Moore, "Syllabus of the Department of Music; · 
(published date un known) , 12 . Syllabus was given to me by Stephanie Del Valle, M&A '76. 
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The school had a partnership program with the Museum ofNatural History in 
Manhattan, which provided science workshops for interested students. These workshops 
offered information on careers in science as well as preparing students for city-wide 
exhibits and science competitions. Select students ran a Garden Club352 assisted by one of 
the science teachers, and club members made sure that classrooms had an assortment of 
flowers to brighten their otherwise drab-looking environment. The flowers were grown in 
a small garden located behind the school. 
HSMA used the standard math sequence that all high schools followed at the 
time, which included the study of elementary algebra, plane geometry, intennediate 
algebra, and trigonometry. Electives in advanced algebra and solid geometry were 
offered dming the senior year, although no calculus was offered. Most students studied 
math for two and a half years and a few for three years. All students had to take Regents' 
exam in mathematics. 353 
State law required that HSMA provide students with health education that 
included physical education. Intramural games such as basketball, handball, softball, 
badminton, and bowling were offered, and there was a varsity basketball team that 
competed against other high schools throughout the city. The cheering squad 
enthusiastically suppmied these competitions. When weather pennitted, students visited 
m Steigman did not specify when the Garden Club was established, but it must have 
been during the school's first decade since no interviewees mentioned a garden to me. 
m Steigman stated that there was one student who was particularly gifted in math and 
wanted to study ca lculus. Since it was not offered as a regular course, a math teacher offered to 
help the student and commented, '·It was the most satisfying hours of my teaching experience." 
As quoted in Benjamin Steigman, Accenr on Tolen /: New York ·s High School o(lv!usic and Art 
(Detroit, MI: W<1 yne St<1te Uni vers ity. 1964). 205. 
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the athletic field nearby to play games. The school provided health services, and students 
had to complete a mandatory four-term course in personal and community hygiene, first 
aid, safety procedures, and personality adjustment. Students who participated in dance 
instruction learned social, folk, square, and popular modem dances. 
Establishment of the HSMA Music Curriculum 
The HSMA developed its music cuniculum after the experimental first year, and 
music classes were scheduled throughout the day and interspersed with academic classes. 
This schedule remains in effect at LaGuardia Arts HS for the music studio (20 11 ). Extra-
curricular activities developed in the first years, as well as student organizations such as 
the Music Honor League and Arista League. The music syllabus outlined the cooperation 
expected between the music depatiment and the academic department for cross-cunicular 
purposes. Table I 0 illustrates the integration between these departments. 
Table 10 
Relationship Between Music and Academic Depmiments 
Subject 
English 
Science 
History 
Relationship to Music 
Provide students with appropriate critical , historical , 
and biographical literature. 
Emphasizes the study of acoustics and the 
prope11ies and development of musical 
instruments. 
Con·elates work especially with 3.-d year course in 
the history of musical development specifically to 
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musical periods, social, industrial, and political 
backgrounds of the development of music through 
the ages. 354 
Note. The Music Syllabus did not provide infonnation for math or foreign language 
courses. 
The HSMA ' s first documented music syllabus, Syllabus of the Department of 
Music, was co-authored by Richter and Moore,355 soon after Steigman was appointed 
principal. The syllabus was likely completed sometime in 1938,356 and continues to 
provide the backbone for the current high school's music curriculum with modifications 
(2011). The document was a complete four-year syllabus for instrumental and vocal 
music students. The instrumental music section listed methods textbooks for all strings, 
woodwinds, brass, and percussion instruments. Kosakoff stated that the school did not 
have a full complement of orchestral instruments unti11938. 357 By fal11938, the BOE 
began printing a "General Infonnation" brochure for prospective HSMA applicants and 
under the heading, "What Does the Music Course Include?" the brochure stated that, 
"special provision will be made for ensemble playing of all kinds, including orchestra, 
chamber music, and symphonic band."358 Finally, the music department provided each 
354 Alexander Richter and Helen Clarke Moore, " Syllabus of the Department of Music," 
(published date unknown) , 12. Syllabus was given to me by Stephanie Del Valle, M&A '76. 
355 Alexander Richter was chaim1an of the instmmental music department and Helen 
Clarke Moore was the cha im1an of the vocal department. Richter oversaw both departments . 
356 The Syllabus has no published date, but Benjamin Steigman was identified as 
principal on the title page. 
357 Gabriel Kosakoff, interview with Peris Alban, January 2 1, 2010. Manl1attan, NY. 
m "General Information Conceming the High School ofMusic and Art , Convent Avenue 
at 135 111 Street, New York, N .Y .' ' (Board of Educat ion Publication. 1938) , 4. Municipal Archives, 
Manhattan . NY. 
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freshman with a small handbook describing the school and its programs,359 and the music 
curriculum printed in the handbook corresponded to that of the syllabus. 
In Richter and Moore's syllabus, they introduced the four-year music curriculum 
by providing a general overview of the course of study, which included harmony, tone 
production and ear training, elementary composition, and musical fonn . The aim of the 
curriculum was to: (a) develop students' demonstrated talents over the course of four 
years; (b) introduce the students to music of diverse cultures both past and present ; (c) 
enable students to "understand and use music as a living language;"360 (d) build 
awareness of the social aspects of music rather than emphasize an individualistic 
approach; and (e) provide students with sufficient time during the week for instrumental 
practice or vocal training. Expectations outlined in the cuniculum were (a) perfonnance 
in a related ensemble for instrumentalists and vocalists (b) piano proficiency for 
instrumentalists,( c) study of an orchestral instrument by pianists, and (d) chorus singing 
for all music students. At the conclusion of the four-year course, "the student, with the 
advice of the music faculty, [was] enabled to decide whether to make music his vocation 
t . ,36 1 or an avoca wn. 
Any student accepted in the HSMA who could not meet the requirements as 
stipulated by the N.Y. City Music Syllabus for Elementary Schools,362 had to take 
359 I discovered a copy of thi s handbook in July 2011 , at the AJunmi and Friends 
Association Office. Richter' s signature along with the year 193 8, were written on the cover. The 
music syllabus outlined in the handbook corresponded to the music syllabus. 
360 Alexander Richter and Helen Clarke Moore, ''Syllabus of the Department of Music," 
(published date unknown) , 1. Courtesy of Stephanie Del Vall e, M&A ' 76. 
36 1 Ibid . 
362 N . Y. is an acronym for New York. Thi s wa s the offici a l title of the city ·s elementary 
school s music sy ll abus. 
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"remedial instruction in the first year,"363 to prepare themselves for the high school's 
curriculum. Students had to be proficient in the rudiments of music, which included (a) 
reading simple unison and part songs; (b) recognize symbols of staff notation; (c) identify 
terms and signs relating to dynamics, tempo, and expression; (d) recognize and name 
orchestral instruments; (e) recognize voice classifications, and (f) identify songs and 
dance fonns. Additionally, students had to recognize the title and composer from the 
"current music memory list,"364 when listening to a music excerpt. 
Once students were proficient with these elementary rudiments of music, they 
continued their studi es, ten periods a week, with the high school ' s first year course which 
included: (a) study of rudiments and elementary harmony; (b) tone production and ear 
training; (c) elementary composition, and (d) introduction to musical fmm. Table 11 lists 
required textbooks for first-year students. Students also studied original scores in their 
performance classes. Table 12 lists those scores. 
The music curriculum provided time in the schedule for a period of private 
practice and a period for instrumental and orchestral studies. Instrumentalists had to take 
piano classes five pe1iods a week for one semester, and the course provided students with 
the fundamentals of piano playing, which included sight reading, pedaling, all major and 
minor scales, tri ads, chord connections, improvisation, and simple keyboard harmony. 
Additionally, students learned to perfonn simple pieces based on symphonic themes . 
.1f' 'Aiexander Richter and Helen Clarke Moore, ' 'Syllabus of the Department of Music,·' 
(published date unknow n) , I . Courtesy of Stephanie Del Valle, M&A '76. 
3 1' ~ lbid .. 2. 
Table II 
Required music textbooks for Freshmen Students 
Titles ofMusic Textbooks 
Supplementary Sight Singing Exercises, by Damrosch, Gartlan and Gehrkens 
(New York: NY, Hinds, Hayden & Eldredge Inc, 1st Edition 1925). 
An Approach to Harmony, by McConathy, Howes, Embs and Fouser (Upper 
Saddle River: NJ, Silver, Burdett and Co., 1927). 
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Melodic Dictation, by White (New York: NY, American Book Company, 1935). 
Harmonic Dictation, by White and Jones (New York: NY, American Book 
Company, 1932). 
Table 12 
List of Scores Studied in Perfonnance Classes 
First Year Scores 
Eine Kleine Nachtmusik, by Mozart 
Lark Quartet, by Haydn 
Oxford and Surprise Symphonies, by Haydn 
Vocal and choral students had a different syllabus for applied classes, but 
followed the same cuniculum as the instrumentalists for elementary harmony, tone 
production and ear training, elementary composition, and introduction to musical fom1. 
Vocalists took a required piano course during the first tenn as well. Vocal training 
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included voice development, so(feggio , interpretation, and repertoire. Table 13 provides 
examples of first year solo vocal repertoire. 
Table 13 
First Year Solo Vocal Repertoire 
First Year Solo Vocal Repertoire 
Caro Mia Ben, by Giuseppe Giordani 
Se tum 'ami, by Giovanni Battista Pergolesi 
Shubert Lieder 
Schumann Lieder 
Modem English Songs 
American Folk Songs 
The choral ensemble focused on madrigals, Negro spirituals, and mountain Appalachian 
carols. 
Second Year Music Curriculum 
The music courses increased from ten to fifteen periods per week during the 
second year, and although course titles remained the same, the material was more 
complex. The music fonn course focused on analysis specifically the piano sonatas of 
Haydn and Mozart, and Schumann's Album for the Young. In addition to the first year 
textbooks, the following two textbooks were added : Chorales, by J.S. Bach, and Material 
Used in Music Composition , by Goetschius. Additional orchestral scores were selected 
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from Silver Burdett and Company's 1924 Symphony Series, Volumes I and 11, 305 as well 
as Beethoven' s Prometheus Overture, and individual movements from Haydn and 
Mozart symphonies. Richter and Moore also added scores when needed throughout the 
year. 
Second year vocal and choral practice continued to focus on voice development, 
so!feggio, interpretation and repertoire, which utilized "more advanced song fonns. "366 
Second year vocal students leamed repertoire that included, Amarilli, by Giulio Caccini, 
0 Cessate de Piagarmi, by Domenico Scarlatti, and advanced Schube1i and Schumann 
Lieder. The second year choral ensemble class studied Russian and Spanish folk songs 
arranged by Kurt Schindler; American folk songs, English folk songs, and spirituals. 
Third Year Music Curriculum 
The number of music classes reveiied back to ten periods per week during the 
third year of study, and music students were introduced to the music survey course 
which, "emphasi[ zed] the development of musical style, fmm and medium as a spiritual 
and social expression of an era. Extensive use [was] made of recorded music and 
student perfonnances."367 The music survey class covered topics such as, (a) primitive 
and ancient music; (b) development ofvocal fonns; (c) development of instrumental 
fonns , and (d) modern music. Theory, hannony and harmonic analysis were combined 
·'
65 This particular series is no longer in print. There was a later edition published in 1934, 
but it is unknown which edition the music department utilized because the syllabus did not 
provide a publishing date. 
'
66 Alexander Richter and Helen Clarke Moore, ' 'Syllabus of the Department of Music ,' · 
(published date unknown), 6. Syllabus was given to me by Stephanie Del Valle, M&A '76. 
367 Ibid., 7. 
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whereby "review and application and development of harmonic principals studied during 
the past two years,"368 were reviewed before introducing "the leading tone seventh chord 
and the dominant ninth chord."369 Melodic, rhythmic, and harmonic dictation continued. 
Table 14 identifies textbooks used by third year students. 
Table 14 
Textbooks Used by Third Year Students 
Textbooks Used by Third Year Students 
Columbia History oj"Music by Ear and Eye by Percy Scholes (New York: NY, 
Columbia Records, 1930). 
Discovering Music by McKinney and Anderson (New York: NY, American Book 
Company, 2nd Edition, 1943).370 
History ofMusic by Finney (War Depmiment Education Manual , Em 602, 1935). 
Third year students studied and perfom1ed complete symphonies in the orchestral 
class, and ensemble classes required students to listen and critique recordings of 
renowned ensembles. Students attended outside concerts with musical scores in hand, and 
were required to discuss the perfonnance in class the next day. 
Vocal students continued to develop their technique and the repertoire focused on 
solos from oratorios and opera, as well as the study of "National Characteristics in Song 
.. 
Fmm,"37 1 concentrating on French, Modem Italian, Scandinavian, Russian, Spanish, and 
368 Alexander Ri chter and Helen C larke M oore, " Syllabus of the Depm1ment of Mus ic;· 
(published date unknown). 7. Syllabus was given to me by Stephanie Del Valle, M&A ' 76. 
'
69 Ibid. 
1711 There is no informati on perta ining to the o ri ginal publication date . 
·'
7 1 A lexander Ri cht er and Helen C la rke M oore, "' Sy ll abus of the Department of Mus ic."· 
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modem English and American songs. Third year choral ensemble focused on excerpts 
from oratorios, cantatas, masses, requiems, and selections from J.S. Bach 's Mass in b 
minor. 
Senior Year Music Curriculum 
In the fourth and final year students once again had fifteen periods of music a 
week and music electives were introduced. Electives included conducting, composition, 
orchestration, chamber music, senior string ensemble, and elementary study in harp 
(introduced in 1940). Organ study was introduced as an elective, but the effective date is 
unknown. Theory included the study ofham1ony and counterpoint, and students 
perfonned 01iginal compositions in counterpoint class. Students enrolled in the form and 
composition course composed original works in binary and ternary form, minuet and 
trios, and sonata-allegro fonn. "Individual projects [gave] students full freedom for 
personal scope ofwork,"372 and discussion and criticism was expected. Orchestration 
class focused on "simple problems in writing for strings, woodwinds, brass, to 
orchestrating a full modem symphony orchestra."373 Conducting class taught students 
basic conducting techniques and how to read a score--after which they could conduct one 
of the school ' s orchestras. 
The final page of the syllabus provided graduation requirements for students 
enabling them to graduate with a high school diploma with an emphasis in music. These 
(pub li shed elate unknown) , 9. Syllabus was given to me by Stephanie Del Valle, M&A ' 76. 
n~ Ibid ., 10. 
·
17
·
1 Ibid . 
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requirements included, sitting a final comprehensive music examination, demonstration 
of "professional music experience,"374 and passing all academic subjects. 
The comprehensive music exam included the following components: (a) primary 
instrument or voice performance exam, (b) achievement in orchestral practice or choral 
ensemble, 375 (c) melodic and hannonic dictation, (d) composition of an original melody 
for a given verse, in period form, hannonized for four voices,376 (e) harmonic analysis, (f) 
recognition of two unidentified music selections played on a phonograph, (g) recognition 
of a piece of music fi·om two pages of an unnamed orchestral score; (h) history of music; 
(i) definition of musical tenns, and (j) analysis of a "cunent critical review of a musical 
.c: ,3 77 pertonnance. 
Some of the cunicular requirements remained constant throughout all four years. 
They included patiicipation in the graded orchestras, band, and ensembles for the 
instrumentalists and in the various choral ensembles for the vocalists . Additionally, music 
students had to attend concerts or rehearsals in New York City and submit a critique of 
those concerts and rehearsals to their music teachers every year. Students also had to 
write a reflection every time a visiting musician came to school to rehearse with the 
orchestra and chorus. 
The music syllabus remained largely unchanged throughout the HSMA ' s days as 
an independent school. Students were expected to continue with private instrumental , 
374 Alexander Richter and Helen Clarke Moore, " Syllabus of the Department of Music,'' 
(published date unknown) , 10. Syllabus was given to me by Stephanie Del Valle, M&A "76. 
175 Information provided from Ibid. , 12. 
371
' Ibid . 
m Ibid. 
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piano, and voca1lessons throughout their four years although it was never mandated. If 
an exceptionally talented student attended the school, he or she was excused from the 
elementary music classes. These students had a shortened day for home practice, and 
their progress was closely monitored and recorded each month in the fonn of an audition. 
These students performed for their classmates in recitals and as soloists with the orchestra 
as well. 
Music Honor League and Arista League 
Richter organized the Music Honor League and invited fifty of the best music 
students for membership. The exact year of establishment is unknown but was prior to 
December 1943. These students fmmed special ensembles that were invited to perform 
for special occasions around the city, as well as for selected rehearsals held by the New 
York Philhannonic and the NBC Symphony conducted by Toscanini . Some members 
tutored their classmates, and others learned how to make reeds and repair instruments. 
The Music Honor League was open to students of all ages but is no longer in existence. 
The Arista League, a senior honor society, admitted students into its membership 
if they achieved a 90% average on their repmi card, and belonged to either the Music or 
Art Honor Leagues. This criterion remains today. Members were first inducted into the 
Arista League on December 3, 1943 . 
Th e HSMA 's Performing Ensembles and Semi-Annual Concerts 
The school had five graded orchestras, two bands, and several ensembles both 
instrumental and choral. Each group had the opportunity to perform each semester, but 
135 
once the school was fully operational only the senior orchestra, senior chorus, and 
school-wide chorus gave evening performances, which began with the third semi-annual 
concert held in May 1937. These evening concerts took place in December and Mai78 
and became known as "The Semi-Annual Concerts." Concerts were performed on two 
consecutive evenings or two perfonnances were given on the same day. In conjunction 
with these performances the mi depatiment held their semi-annual art exhibition. 
The senior symphony orchestra and senior choral ensemble were not the only 
perfonning groups at the HSMA. Every student was placed in one of the school ' s graded 
five orchestras and two symphonic bands based on their audition. This tradition continues 
today (20 11 ). Every piano major student was given a secondary instrument to leam or 
they could choose to sing in the school chorus. If students chose an instrument they were 
automatically placed in Orchestra III , the entry-level orchestra. Students in these lower 
level ensembles performed for each other dming the school day and at assemblies. 
Students would audition for the next level orchestra during the spring semester for fall 
placement, or teachers could invite them to join a particular ensemble. However, not all 
senior students were accepted or automatically placed in the senior orchestra. This group 
was reserved for the cream of the crop. In addi tion to the large ensembles there were 
brass ensembles, woodwind ensembles, and senior string quartets. The repertoire was 
simpler than that of the senior orchestra and students perfonned from original scores. 
The vocal department had several choirs , a girls-only choir, a mixed choir; and 
madrigal singers in addition to the senior choral ensemble, and school chorus. These 
'n The semi -<mnmtl concert s w ere eventuoll y he ld in .lonuory and June. 
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groups performed dming the school day for special class presentations and assemblies. 
The school had a swing band, but the group rehearsed after school and was 
student-directed with a school-appointed teacher advisor. A jazz curriculum was not 
formally established as part ofthe music curriculum untill971. During the school's first 
several decades the music curriculum and repertoire were based on the traditional 
Western European canon. 
The school ' s newspaper Overtone advertised concerts performed by orchestras 
III-VII, the symphonic band, and lower choral groups on a regular basis until the late 
1940s. By the early 1950s the school newspaper had shifted its focus to the two semi-
annual concerts, and advertisements and reviews if any, petiained only to those concetis . 
Upon the school ' s February 1936 establishment, Richter and Moore made 
provisions in the music curriculum for students to perfonn for each other and for the 
general public. The first official public concert was held at the school at 2:15 p.m. on 
Wednesday, June 10, 1936. The works perfonned at this conceti demonstrated the high 
level of proficiency the talented students already possessed. Kosakoff stated that original 
scores were always utilized for performances at the school as opposed to high school 
aiTangements. 379 The program showcased a variety of repetioire. The string orchestra 
perfonned Vivaldi ' s Concerto Grosso in d minor and Mozati ' s Eine Kleine Nachtmusik. 
The vocal ensemble perfonned Chorale from J. S. Bach ' s Christmas Oratorio, 'Twas a 
Lover and his Lass, for girls ' voices by Thomas Morley, Hopak (a Russian Folk Song), 
and In Stille Na cht arranged by Johannes Brahms. The symphony orchestra perfonned 
'
7
'
1 Ga briel Kosakoff interview with Peris Alban . .January 21 . 2010. Manhatta n. NY. 
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ballet music from Rosamunde and Marche Militaire by Schubert, and the school chorus 
accompanied on organ by Mrs. F. Donaghy perfonned the Chorale from J.S . Bach's St. 
Matthew Passion. 
The semi-annual concerts were sold-out events and LaGuardia tried his best to 
attend as many as he could. If he had promised to attend a semi-annual conce1i but was 
called away at the last moment, he sent greetings as demonstrated prior to the All-
American semi-annual concert ofMay 1939. He sent the students a telegram to 
congratulate them, "for the outstanding work accomplished during the first three years of 
the school's existence,"380 and he encouraged them to continue with their good work. 
New York Times critics occasionally reviewed the semi-annual concerts. After the 
December 1940 semi-annual , a reviewer wrote, "If applause from professional auditors 
and a crowded auditorium are indications, Mayor La Guardia' s pet project, the High 
School of Music and A1i--now in its fifth year--has become as integral part of the city' s 
cultural enterprises. "38 1 During the school ' s second decade select concerts were 
broadcasted on WQXR382 on Friday or Saturday evenings. 
The semi-annual concert program eventually followed a f01mat that consisted of 
an opening piece(s) perfonned by the senior orchestra, followed by a perfom1ance by the 
vocal senior ensemble, and a finale jointly perfonned by the senior orchestra and school 
chorus. The repertoire highlights the success of a music cuniculum designed to challenge 
·'
80Benjamin Steigm an, Accent on Talent: New York 's High School of"Music and Art 
(Detroit , MI: Wayne State University, 1964), 18. 
lS I ·'School Musici ans in Tenth Conce1i: Program at High School of Music and Aii 
Acclaimed,·· Ne11 · York Times, December 14, 1940 . 
.lRc New York City's cla ss ical radio station . It still broadcasts today (2011 ). 
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students musically as they progressed from year to year. Table 15 lists representative 
repertoire perfonned by the senior orchestra; Table 16 lists representative repertoire 
performed by the senior vocal ensemble, and Table 17 lists representative repertoire for 
fi 1 1 . 383 mae se ectwns. 
Table 15 
Repertoire Performed by the Senior Orchestra 
Composer Composition Year Perfonned 
J. S. Bach Concetio in d minor 1937 
for two violins 
(student soloists) 
W. A. Mozati Symphony No. 39, K. 543 
Leo Rich Lewis Re!nembrance for strings 
Franz Schubeti Symphony No.6 1938 
Frederick Jacobi Indian Dances 1939 
J. S. Bach Brandenburg Concerto 
Grosso No. 3 
(student soloists) 
W. A. Mozart Concetio in A major, 1940 
K. 488 (student soloist) 
W. A. Mozart Symphony No. 40, K. 550 1941 
Franz Schubeti Overture to Rosamunde 1942 
W.A. Mozart Violin Concetio in D Major, 
No.4, K. 485 
William Grant Still In Memorium 1944 
Modest Moussorgsky Conceti Fantasy, 1945 
·1 ~ 1 I do not have copi es of all the concert programs for the ye<~rs I 936- I 96 1. 
139 
Night on the Bare 
Mountain 
Ermano Wolf-Ferrari Ove1iure to The Secret 1947 
of Suzanne 
Luigi Bocherini Concerto in B flat major 
For Cello and Orchestra 
Johannes Brahms Academic Festival Overture 1948 
Jean Sibelius Th e Swan of Tuonela 
Robert Schumann Conce1io in a minor 
for Piano and Orchestra 
Ralph Vaughan Wi lliams Serenade to Music 1949 
Modest Moussorgsky- Pictures at an 
Maurice Ravel Exhibition 
Felix Mendelssohn Ruy Bias 1951 
Lucien Cailliet Variations on the theme 
Pop Goes the Weasel 
Carl Maria von Weber Overture to Euryanthe 1952 
Ludwig van Beethoven Symphony No. I , Op. 21 
Mikhai l Glinka OveJiure to Russian and 
Ludmilla 
Anton Dvorak Symphony No. 5, New World 
Samuel Barber Ove1iure to The School 1953 
of Scandal 
Georges Bizet Symphony inC major, 
41h Movement 
Hector Berl ioz Roman Carnaval Overture 1955 
Claude Debussy Fetes, No.2 from 
Nocturnes 
Jean Sibelius Symphony No.2 in D major, 
Op. 43 
Dimitri Shostakovich Symphony No.5, Op. 47 1956 
1 " , Movement 
Gioachino Rossini Overture to The Thieving 
Magpie 
Johannes Brahms Symphony No.2 in D major, 
Op. 73 
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Jean Sibelius Tone Poem Finlandia 1958 
Sergei Prokofieff Symphonie Classique 
Edouard Lalo Concerto in d minor for 1959 
Cello and Orchestra 
Aaron Copland John Henry 
Giuseppe Verdi Prelude to Act 1, 1960 
La Traviata 
Leonard Bemstein Suite from Ballet 
Fancy Free 
Note. Some semi-annual concerts not listed due to lack ofprogram. 
Table 16 
Repertoire Perfmmed by the Senior Vocal Ensemble 
Composer Composition Year Perfonned 
Edvard Grieg lm Kahne 1937 
Gustav Holst I Love My Love 
Xavier Leroux, Le Nil (sung in French) 
W. A. Mozati Adoramus Te, Christe 1938 
Thomas Morley Sing We and Chant 
Claude Debussy Beau Soir 
R. Nathaniel Dett Listen to the Lambs 1939 
Negro Spiritual Ezekiel Saw De Wh eel 
Arranged by Noble Cain 
Thomas Morley Madrigal, My Bonnie Lass 1940 
Peter Tchaikovsky Pilgrim 's Song 
W. A. Mozart Ave Verwn 1941 
G. F. Handel Hallelujah Chorus from 
Th e Messiah , 
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Johannes Brahms Liebeslieder 1942 
J. S. Bach Mass in b minor 1944 
(Excerpts) 
W .A. Mozart Lacrimosa from 1945 
Requiem in d minor, 
K. 626 
Douglas Moore Prayerfor the United Nations 
Randall Thompson Alleluia 1946 
Norman Delio Joio A Jubilant Song 
J.S. Bach Sanctus from Mass in 1947 
b minor 
R. Vaughan Williams Wassail Song 
J. S. Bach Magnificat in D major 1948 
Palestrina-Damrosch Adoramus Te, Christe, 
Czechoslovakian Folk Waters Ripple and Flow 
Song, arranged by 
Deems Taylor 
Zoltan Kodaly Te Deum 1949 
Modest Moussorgsky Coronation Scene from 1951 
Boris Godounof, 
Franz Joseph Haydn Th e Marv 'lous Work from 
Th e Creation, 
Alexander B01·odin Chorus of the Villagers 1952 
from Prince Igor 
Johannes Brahms How Lovely is Thy Dwelling 
Place, from German Requiem 
Spiritual arranged Wade in the Water 1953 
by H. T. Burleigh 
Christoph Gluck Hymn to Diana 
Richard Rogers Selections from Carousel 
Randall Thompson Alleluia 1955 
R. Vaughan Williams Th e Turtle Dm'e 1956 
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Bela Bartok Three Slovak Folk Songs 
Noemie Lvovsky Hospodi Pomilui 
Richard Strauss Allerseelen 1957 
Spi1itual Soon I Will BeDone 
Peter Tchaikovsky Pilgrim 's Song 
Thomas Morley Fire, Fire my Heart 1958 
Henry Kubik Tee Roo 
Alexander Gretchaninoff Oh Be Joyful in the Lord, 
Felix Mendelssohn Yet Doth the Lord from 1959 
Elijah 
Giovanni Palestrina Adoramus Te 
Giovanni Gabrieli In Ecclesiis 
R. Vaughan Williams 0 Clap Your Hands 1960 
Aaron Copland Excerpts from The Second 
Hurricane, 
Note. Some semi-annual concetis not listed due to Jack of program. 
Table 17 
Joint Senior Orchestra and School Chorus Repe1ioire 
Composer Composition Year Perfonned 
J.S. Bach Chorale Wachet Auf' 1938 
J.S. Bach In Deepest Grief; from 1939 
St. Matthew Passion 
Nicolai Rimsky- Polonaise ·with Chorus 1940 
Kosak off from Christmas Night 
W .A. Mozart Lacrimosa, from 1941 
Requiem in d (K. 626) 
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Carl Maria Von Weber Invitation to the Dance 1942 
John Strauss Jr. , Kaiser- Walzer Op. 437 1945 
Arranged by Reibold-
Williams 
Heitor Villa-Lobos Mandu Carara, Brazilian 1948 
Folk Tale 
Ludvig van Beethoven Hallelujah from Th e 1949 
Mount of Olives 
Felix Mendelssohn Be Not Afi"aid from 1952 
Elijah 
Carl Orff Carmina Burana 1955 
Ernest Bloch Sacred Service-Avodath 
Hakodesh 
Guiseppe Verdi Te Deum 1956 
Gioachino Rossini Stabat Mater 1957 
Jean Sibelius Finlandia 1958 
J .S. Bach Sanctus from Mass in 
b minor 
Franz Schubert The Omnipotence 1959 
Ludvig van Beethoven Hallelujah from Th e 1960 
Mount of Olives 
Note. The joint perfonnance was always perfo1med as the finale. Some semi-annual 
d "d 1 . . -C" 384 conceit I not 1ave a J0111t per1ormance. 
Select semi-annual concerts deserve special attention for several reasons. Students 
became more involved by writing and reviewing programs as well as perfonning original 
.1 X
4 1946; 1947: 195 1: 1953. 
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student compositions. Students performed specifically American repertoire, and some 
concetis reflected and responded to national and world events. Finally, some concerts 
served to celebrate milestones, and gifts to the school. 
For the December 1937 semi-annual concert, music students began providing 
program notes to accompany each music selection. This practice ceased to exist by the 
late 1940s, and was not revived until the mid-1980s. Also, students perfonned their 
original compositions. "All music students in our school are taught composition as an 
important means toward tme musical appreciation and as a vehicle for self-expression. 
The compositions below are sample[ s] of the work done,"385 announced the writer of the 
program note. The perfonnance included a string qumiet, woodwind trio , soprano solo, 
piano solo, and mixed double quartet. Additionally, the orchestra perfonned a 
contemporary piece, Remembrance by Leo Rich Lewis (1865-1945). The program note 
stated , "With tonight ' s concert we inaugurate the policy of including the music of at least 
one contemporary composer on our programs. The first of this series honors Professor 
Leo Rich Lewis of Tufts College, Massachusetts ."386 Unfortunately, not all semi-annual 
conce11s upheld thi s promise. Table 18 identifies those semi-annual concerts that did not 
include a contemporary composition. 
' ~ ' The Fourth Semi-Annual Concert Program, (Friday, December 17, 1937), no author. 
Court esy o f Steph<mi e Del Valle, M&A '76. 
-' ~() Ibi d . 
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Table 18 
Semi-Annual Concerts Without Contemporary Compositions 
Semi-Annual Month Year 
June 1938 
December 1939 
December 1940 
December 1944 
December 1949 
May 1952 
December 1952 
The theme of the seventh semi-annual concert held in May 1939 was "American 
Music for American Youth ."387 To celebrate this theme the music department held a 
composition competition "to encourage native American composers"388 to write music 
for high school orchestras. Richter received over fifty compositions and stated to a New 
York Times reporter that he was "swamped with good material, and it was with difficulty 
that he selected the numbers for tonight ' s conceti. "389 Three of the selections, Prelude 
and Fugue for strings and 4 trumpets by Roy Harris, Prologue by William Schuman, and 
Fantasia on Melodies by Stephen Foster by Herbert Winfield were premiered at the 
conce11. Of note, was the selection ofWinfield ' s composition, a sixteen-year-old senior at 
the school who had studied composition and orchestration with Rattner. Winfield 
187 Thi s particular concert was announced in the New York Tim es. 
·'
88 
"'Music High Schoo l Here to Give its First All -American Concert : ' Nevv York Times 
May 13 , 1939. 
-'
80 Alexander Richter in "·Music Hi gh School H ere to Give its First All-American 
Concert. '. Nnt York Times May 13. 1939. 
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composed the Fantasia for a school composition competition to commemorate the 751h 
anniversary ofFoster's death. Winfield conducted his composition at the concerts. In 
addition, the orchestra performed Frederick Jacobi's Indian Dances, and the choral 
ensemble performed Negro Spirituals, an Appalachian Carol, tunes from Harlan County, 
Kentucky, and a piece by R. Nathaniel Dett, an African American composer. 
When America was at war during World War II, a select number of citizens in 
New York City questioned the appropriateness of an arts education and attending public 
performances dming wartime. Dorothy Terrace390 addressed thi s concern in the May 
1942 semi-annual concert program. She argued that the arts were exactly what people 
needed during troubling times since music and art had the power to lift spiri ts and draw 
people together. 
In December 1949 the music department produced Smetana's opera, The Bartered 
Bride, which was reviewed for the first time by three alumni: Paula Lenchner,391 Charles 
Schiff,392 and A1ihur Drexler. 393 All three praised the production, and Schiff commended 
the music department for pulling its resources together. "This year's semi-annual concert 
presented an outstanding successful correlation ofthe artistic, orchestral, individual vocal 
and choral activities of the school in one project."394 Alumnus Lewis hand-wrote on the 
"Th" t ... I ,395 program, IS was a~ per1onnance. 
390 Dorothy Terrace was a senior in May 1942. 
39 1 Lenchner graduated in 1942, and was an opera singer at the Metropolitan Opera. 
m Schiff graduated in 1943, was director of the Manhattan Chamber Orchestra. 
393 Drexler graduated in 1942, and was architecture editor for Interiors magazine. 
394 Charles Schiff, ''Alumni Review ' Bride' and Exhibit," Overtone o(Music and Art 
January, 1950, 1. 
395 Richard Lewis, correspondence with me, March 25, 20 11 . Underlinecl by Levvi s. He 
sent me a copy of the program. 
147 
Semi-annual concerts were successful events that showcased the quality of 
HSMA's music instruction. Following the 1953 semi-annual concert a parent of a current 
student decided to donate money to the school. The parent acting as the executor of a will 
carried out the testator' s wishes that a $2,500 gift be donated to an institution ofhis 
choice. After the parent396 and Steigman conferred they agreed that the monetary gift 
should be spent to purchase a harpsichord for the music department (and photography 
equipment for the art depmiment). These were items that the BOE could not easily 
provide for the school. 
The purchase of the harpsichord397 enabled music students to study and leam how 
to play music that pre-dated Bach, such as Couperin and Rameau. According to the 
school ' s newspaper, Overtone, the HSMA was the first and only school in the nation to 
possess a harpsichord , and it was the largest monetary gift that the school had ever 
received from a private donor. The school is still in possession of the harpsichord 
(2011). 398 
During the HSMA 's first two decades students were often involved with social , 
political and peace issues locally, nationally, and intemationally as demonstrated by the 
Social Studies Club, the GO organization, and numerous articles published in the 
school ' s paper Overtone. The Semi-Annual Concert and Art Exhibit ofDecember 1956 
demonstrated the students ' solidarity with the citi zens of Hungary by perfonning two 
196 Th . I d . 
· e parent WJ S 1e to remam anonymous. 
·
197 Gabrie l Kosakoff does not know who built thi s first harps ichord for the school or 
where it was purchased from . 
. 
1
% Gabri el Kosa koff stated that a second harpsichord was purchased for the school after it 
relocated to Lincoln Center. He believes thi s instrument was built to order and ca me fro m 
Gem1any. 
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original works and displaying works of mi in tribute to the country's recent turmoi1.399 
No specific titles were given to the music compositions dedicated to Hungary. 
The school celebrated its 21 51 birthday with an eclectic semi-annual performance 
held on May 24 and 25, 1957. Table 19lists the works performed at that concert . 
Table 19 
Semi-Annual Concert 21 st Bi1ihday Celebration 
Composer Composition Performing Group Conductor 
G. Rossini The Thieving Magpie Senior Symphony Isidore Russ 
Orchestra 
J. Brahms Symphony No.2, Senior Symphony Isidore Russ 
Op. 73, 15\ Mvt. Orchestra 
Anon Allerseelen Senior Choral David Lockett 
Ensemble 
Marc Lavri Shir-Ha-Emek Senior Choral Ely Maran, Student 
Ensemble Conductor 
Peter Pilgrim's Song Senior Choral David Lockett 
Tchaikovsky Ensemble 
G. Rossini Stabat Mater School Chorus Isidore Russ 
and Senior 
Symphony Orchestra 
Note. Students performed original compositions and an Art Exhibit was also on display. 
w
9 A student demonstration marched through the center of Budapest to the Parliament 
building on October 23 , 1956, which ultimately gave ri se to the Hunga1ian Revolution . Along the 
demonstrat ion route the demonstrators were joined by thousands of Hunga rians, tired of being 
oppressed by the People' s Republic of Hungary and Soviet policies. The revo lt lasted until 
November 10. 1956. resulting in thousand s being kill ed and thousands more il ee ing as refugees. 
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The semi-annual concert program of January 10 and 11, 1958 included a narrative 
in response to Russia ' s launch of Sputnik in October 4, 1957.400 There was an illustration 
of a missile on the program's front cover with the inscription, "The long range missiles of 
music and art; intercontinental, peace-promoting, to reach the heart of the nation."401 The 
author of the nan·ative hoped that increased study of science and math would not result in 
music and art being neglected: 
Our American schools are turning their energies to added study of science and 
mathematics, preparatory for the development of long-range thermonuclear 
missiles against attempted attack upon us . Without lessening, we hope, our 
emphasis upon subjects more far-reaching--in time as well as in space: the 
humanities of music and art. 402 
The performance included works by Beethoven, Thomas Morley, Mozart, Henry Kubik, 
Alexander Gretchaninoff, Jacques lbert, Bach, Copland, Sibelius, and student 
compositions. 
The semi-annual conce1i of June 1958 was another joint venture of the dramatics, 
mi, and music classes in the production of Handel ' s Solomon . Mandel conducted the 
orchestra, and Richter was the musical director. No original student compositions were 
performed in June, but they were included in the December 1958 perfonnances. Also 
included in the December concert was the perfonnance of the winning composition of the 
NY Philharmonic Young Composers Competition. Dorothy A. Hill , Class of 1953 , won 
400 The Soviets launched a satellite into space undetected by the American government, 
causing much embarrassment to the nation· s officials sending its citizens into a state of panic. 
America, once considered the superpower country of the world was suddenly vulnerable. In 
response to Sputnik the government audited all its programs from the military to its educational 
system. Based on the results of these audits the federal government poured unprecedented monies 
to revamp science, engineering, and mathematics programs throughout its educational sys tem. 
401 Semi-Annual Program , January 10 and 11 , 1958. Cow1esy of Stephanie Del Valle. 
402 Ibid. 
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with her composition, Variations for Orchestra. She also was given the honor of 
conducting the senior symphony orchestra in the perfmmance. 
Memorial Concert, Milestone Concerts, and Concerto Competition 
In addition to the semi-annual concerts the HSMA music department organized 
several additional performances, which included a memorial concert, several milestone 
concerts, and a concetio competition concert. 
A Memorial Concert 
The HSMA community held a special memorial concert in April 1945 to honor 
one of their own who had been called to fight in World War II. Pvt. Eugene Robbins 
graduated in June 1942 and was "an outstanding flute player."403 Robbins was killed in 
1944, and in his memory, his mother awarded the school a $25 war bond to be awarded 
to the winner of a flute composition competition. The winner was fifteen-year-old 
Edmund Mignon, for his composition Poem, for flute and piano. Robbins ' mother 
presented the award to Mignon during the concert in honor of her son. The school 
honored other fallen alumni who served during World War Il with a large memorial 
plaque engraved, "They Served the Cause ofHumanity." This plaque is on display in the 
Alumni and Friends Association Office. 
403 
·'Music and Art High Gives 7 111 Concert : Works by Student Co mposers. 14 to 17, A re 
Performed by Soloi sts and Orchestra:· New York Tim es , April 12. 1945 . 
151 
Tenth Anniversary Concert: 1936-1946 
"The success of a unique venture in the realm of local education must be acknowledged 
d d d l ify . , 404 as pronounce an eep y gratz zng. 
The HSMA celebrated its tenth year of existence with two special performances 
held at the Hunter College Playhouse in Manhattan on Friday and Saturday, January 18 
and 19, 1946. From a small experimental high school sandwiched between an elementary 
school and a high school for girls, the HSMA had proved its worth during the first decade 
as demonstrated by the number of students who applied to the school, and in 
complimentary remarks LaGuardia received when he traveled to various cities around 
Ametica: 
The devotion to the work and the results, way beyond expectations, justify our 
idea ofhaving such a high school. You will be interested to know that every large 
city I have visited has displayed great interest in you and constantly requests 
information concerning the High School of Music and Art . .. 405 
To mark this occasion, the music department produced a tenth anniversary opera festival 
featuring The Apothecary by Haydn, and Th e Devil and Daniel Webster, an American 
Folk Opera in One Act by Douglas Moore based on the book by Stephen Vincent Benet. 
The senior orchestra opened the performance with Haydn ' s Overture from the London 
Symphony, first movement. Radio Station WNYC broadcasted the January 19111 
perfonnance. 
Adorning the inside of the concert program were greetings from musicians, 
conductors, composers, politicians, friends , teachers, and members of the BOE. All of 
~04 ' ·School ofMusic and Art ... in the NeH ' York Tim es, .J an ua ry 18, 1946. 
~05 LaGuardia in Benjamin Steigman, Accen/ on To lent: Ne11· York's Hig/1 School of' 
Music und Art (Detroit: M l: Wayne State Uni vers ity. 1964), 18. 
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them wished the HSMA continued success.406 Ernst, who was instrumental to the 
school's development that first year, recollected the early days with fond memories and 
stated that the school had "more than justified the expectations of all of us who were 
concerned in the organization of the school. I sincerely hope that you will continue to 
flourish dming the years to come."407 Schuman sent a congratulatory message and fondly 
remembered the occasion when he composed Prologue for the school orchestra, "My 
experience in writing a piece especially for performance at the High School of Music and 
A1i has proven to be an extremely valuable and important one in my career as 
composer. "408 
The New York Times praised the establishment of the school, commented on the 
caliber of students in attendance, and announced that, "the plan is seen to have worked 
out brilliantly."409 As the school looked forward to the next ten years, the Times repmier 
announced that a proposal was in the making to include "a two-year college course"4 1 0 to 
the academic curriculum. Some advanced placement courses were introduced in 
September 1946, and they continue at LaGuardia Arts HS today. 
406 LaGuardia wrote: Congratulations to all ofus on this Tenth Anniversary of the High 
School of Music and Art. This school constitutes one of the pleasant memories I take with me 
when I leave office. lt hardly seems ten years since we started and to think that in the meantime 
six January and six June classes have already been graduated ... LaGuardia greeting in, "Tenth 
Anniversary Greetings, High School of Music and Art," (Inside program, 1946 ). Courtesy of 
Stephanie Del Valle, M&A ' 76. 
407 Frederic Ernst in ·'Tenth Anniversary Greetings, High School of Music and Art ," 
(Inside program, 1946 ). Courtesy of Stephanie Del Valle, M&A ' 76. 
-lii~ William Schuman in '·Tenth Anniversary Greetings , High School of Music and Ali," 
(lnside program, 1946). Courtesy of Stephanie Del Valle, M&A "76 . 
.J tt'J ··School of Music and Art ," New York Times, January 18 , 1946 . 
.J ttt Ibid. 
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20111 Anniversary Semi-Annual Concert 
The semi-annual performances of Friday and Saturday evenings, June 8 and 9, 
1956, were a milestone in the school's history because they celebrated the 20111 
anniversary of the establishment of the school. To mark the occasion, the music 
department performed Mozart ' s La Finta Giardiniera,411 also chosen to commemorate 
Mozart ' s 200111 anniversary. The program included a brief synopsis ofthe opera, and 
included a brief history of the school's establishment with a picture of LaGuardia, and a 
greeting from the city's current mayor, Mayor Robert F. Wagner. Wagner stated, "I wish 
to express our gratitude for the matchless contributions your school has made to the 
culture and happiness of our community."4 12 The A1i Depmiment exhibited past and 
present student works that had been collected throughout the years. 
Silver Anniversmy Concert 
The silver anniversary semi-annual concert took place on March 24 and 25 , 1961 
in the school's auditorium. The program was varied and included several pieces that had 
been composed and dedicated to the HSMA during its formative years. Table 20 lists 
those compositions. 
41 1 The Mysterious Gardener. 
41 2 Robert F. Wagner, ·"Greeting:· in Program for 20'h Anniversary Concert , June 8 and 9 , 
1956. Courtesy of Stephanie Del Valle. 
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Table 20 
Compositions Dedicated to the HSMA 
Composition and Composer Original Perfonnance Year 
An Outdoor Overture, by Aaron Copland 
Fantasyfor Piano and Orchestra 
Op. 32, by Paul Creston 
Blues from Folk Suitefor Orchestra, 
By Mmion Gould 
Prologuefor Chorus and Orchestra, 
By William Schuman 
1938 
1943 
1941 
1939 
Composed especially for the silver anniversary perfonnance were Leonard 
Bemstein 's Fanfare, and Meyer Kupfennan 's Little Jazz Cantata: All about Art 413 with 
lyrics by Harold Rome. Interspersed with these pieces were Beethoven ' s Symphony #5, 
2nd Movement, perfonned by the senior symphony orchestra, and Handel 's L 'Allegro, II 
Pensieroso (excerpts) perfonned by the senior orchestra and senior choral ensemble. 
Students also perfonned original student compositions. 
Concerto Competition 
The NeVI' York Times in partnership with the classical radio station WQXR, 
established a conce1io competition414 for New York City high school music students in 
the late 1940s. The radio ' s music director, Abram Chasins, a renowned pianist, visited 
m Meyer Kupferman graduated in 1943. 
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schools each year in "search for superior musical talent. "4 15 When he visited the HSMA, 
he listened to students in the preliminary round. A select group of students were then 
invited to perform for a group of judges, which included A1iur Rubinstein, Rudolf Serkin, 
Jascha Heifetz, and Leonard Rose. The winners perfonned on WQXR. During the 
preliminary rounds of the competition, Chasins would, "not only listen to each of a score 
or more players, but also generously took the time, usually two full days, to analyze for 
him his merits and his faults and to advise him about what and how to practice."416 The 
concerto competition is still in existence today (20 11 ), but the New York Times and 
WQXR have severed ties with the event. Cunent music faculty members are the judges, 
and the winners perform in a special concerto concert held in the spring semester. 
Connecting the HSMA vvith Pro{essional Musicians, Conductors, and Composers 
'· T"u d I . h h . "4 17 
·r e are concerne on y wzt t e muszc. 
When the BOE established the HSMA at the request of LaGuardia and the 
Municipal Art Committee to nmiure talented students in the mis, the mayor and the 
committee wanted music students to have a first-hand experience of working with 
professional musicians. The committee also wanted to provide talented American 
composers an oppmiunity to have their compositions performed by a school orchestra. 
LaGuardia ' s devotion to American composers and their music receive~. recognition in 
1944, when he was awarded the Henry Hadley Medal for ·'outstanding services to 
4 17 Leopold Stokowski address ing the seni or orches tra on one of hi s vis its to the sc hoo l in th e 
1940s. Quoted in , Benj amin S te igman. Accenr on To len!. Ne ll · York ".1 High School o(Mu.1ic and A rr 
(De troit. Ml: Wayne State Uni versit y. 1%4) . 150. 
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American music, including the establishment of the HSMA."41 8 
The introduction of American music into the school's music curriculum was 
included in conjunction with the Works Project Administration (WP A), "which by 1936 
had sponsored unprecedented musical and artistic activities in America."419 One sub-
group of the WPA was the Federal Music Project (FMP), which gave substantial support 
to musicians assisting them in the years directly following the Great Depression by 
organizing perfonning groups and teaching opportunities to its members. The FMP had 
only sparse contact with the HSMA because of its 193 7 disbandment. 
To replace the FMP, Steigman received word from the BOE's budget director that 
the school had been awarded $15,000 for the 1937-1938 school year to invite outstanding 
professional musicians (and m1ists) to come lead master classes with the advanced 
students . Steigman, in consultation with the faculty drew up a list of potential musicians 
and artists, but before Steigman sent out official invitations the budget director rescinded 
the award due to budget constraints. Steigman explained that the project could not be 
abandoned because the students were very excited about the prospects of meeting 
professional musicians. The school then decided to invite William Schuman, Erich 
Leinsdorf, and Howard Taubman to speak with the music students . The administration 
regretted in the invitation that no compensation would be provided for these visits. All 
invited musicians accepted the school ' s invitation giving the HSMA students "a grateful 
~IX Benjamin Ste igman, Accent on Talent: New York's High School o{Music and Arr 
(De tro it , Ml: Wayne Sta te University, I 964) , I 9. 
m Ibid , 21 . 
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first contact with the professional world of music. "420 Several other notable musicians 
such as Leopold Stokowski, Leonard Bemstein, and Eugene Onnandy visited the school 
during the ensuing years, while several prominent American composers such as Aaron 
Copland, William Schuman, and Paul Creston dedicated compositions to the senior 
orchestra. 
The first composer who dedicated a work to the senior orchestra was Aaron 
Copland at Richter's invitation. An Outdoor Overture was first perfonned dming the 
sixth semi-annual concert in December 1938, under Richter 's direction. In the program 
the following inscription was included undemeath the title, "Written especially for and 
dedicated to the High School ofMusic and A1i, (First time anywhere)."421 
Copland described the origin of this composition and admitted that he was quite 
excited at the prospect of composing an original work for a high school symphony 
orchestra because he was very enthusiastic about the school and its mission. He also 
explained that Richter invited him to compose a piece for the school orchestra after 
hearing a perfonnance of his Second Hurricane. Copland's piece was the first piece to be 
performed under the school ' s music campaign, "American Music for American Youth." 
Copland suspended work on Billy the Kid to compose the music for the school. Richter 
provided Copland with a few suggestions for the composition. It should be a single 
movement between five and ten minutes in length; the composition should not be ultra-
modem; it should appeal to all youth; and it should include parts for the percussion 
420 Benjamin Steigman, Accent on Talent: New York 's High School ofMusic and Art 
(Detroit, MI: Wayne State University. 1964), 141-142. 
42 1 Sixth Semi-Annual Concert Program, December 16 & 1 7, I 93 7. Courtesy of 
Stephanie Del Valle , M&A "76. 
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section but no tuba. The title came after Copland played a rough sketch of the piece on 
piano for Richter who thought that it had an "open-air quality" about it. Hence, Copland 
and Richter agreed on the title, An Outdoor Overture. The senior orchestra premiered the 
piece in the school's auditorium on December 16 and 17, 1938: 
An Outdoor Overture owes its existence to the persuasive powers of Alexander 
Richter, head of the music department of the High School ofMusic and Art. He 
had witnessed a perfonnance of The Second Hurricane and made up his mind 
that I was the man to w1ite a work for his school orchestra. I liked the idea of the 
High School of Music and Art--that gifted students could prepare their careers in 
the arts at such a school without sac1ificing a general education. Richter won me 
over when explained that my work would be the opening gun in a campaign the 
school planned to undertake with the slogan: "American Music for American 
Youth." I found this so irresistible that I interrupted my orchestration for Billy the 
Kid in the fall of 1938 to write the piece.422 
Marion Dancis, student, wrote the program notes for Copland ' s composition. 
Dancis described how students had to copy the parts from Copland because they arrived 
in sections, and that the orchestra rehearsed each section separately. She commented that 
working on the piece section by section was "very interesting and instructive to the 
students who did the copying and to the members of the orchestra who rehearsed and 
played the overture in installments, watching it grow little by little."423 Copland visited 
the school prior to the performance to suggest "shadings, interpretations, and tempo,"424 
for the work. Kosakoff stated that conespondences between Richter and Copland 
discussing the composition were filed in the music department's office at the HSMA.425 
When the school re-located to its new facility on West 65th Street in Manhattan, Kosakoff 
422 Aaron Copland and Vivian Perlis, Copland: 1900 through 1942 (N ew York, NY: St. 
Martin ' s, 1984), 285-286 . 
m Marion Danci s, Program Notes , Semi-Annual Concert, December 16 and 17, 193 8. 
424 Ibid. 
4
"
5 Gabriel Kosakoff interv iew with Peris Alban, January 21. 20 10. M<mh<ltt an, NY . 
159 
ensured that all materials and documents including Copland ' s letters were moved to the 
new school and stored in the new music office.426 
Richter invited another American composer, William Schuman, to compose a 
work especially for the seventh semi-annual concert in May 1939, also titled, "Ame1ican 
Music for American Youth." Schuman responded in kind. "Writing for a group of young 
people who are so alive and fresh is too exciting an opportunity to pass up,"427 and he 
composed Prologue for the senior orchestra. Schuman visited the composition class later 
that May and advised students to, "become vi11uoso listeners, hear the design of a 
composition, the entire work, not merely hannonic progressions, melodic intervals, 
rhythmic patterns, orchestral color! "428 Schuman visited the school often and played a 
key role in the school ' s eventual relocation to Lincoln Center. 
Several other young American composers dedicated their compositions to the 
HSMA ' s senior orchestra at Richter' s request and often visited the school to discuss and 
rehearse their compositions with the students. All works were performed at one of the 
school ' s two semi-annual conce11s. Table 21 lists those composers and their 
compositions. 
426 Unfmiunately, these lette r are lost. Additiona ll y, the Overture's ori ginal score and 
individually-marked pa1is are lost. According to a current music teacher, who interviewed with 
me on May 4, 20 I 0, the score and part s were at LaGuardi a Arts HS until the late 1990s, but have 
since disappeared . 
427 Willi am Schuman in ' 'Seventh Semi-Annua l Concert and Art Exhibit Program," (May 
13 and May 20 , 1939). 
42H William Schuman in Benj amin St eigman, Accent on Tolenr· N e 11 · York "s Hig h School 
o{Music and Art (Detroit. Ml: Wayne State Uni ve rs ity. 1964 ). 143. 
Table 21 
Composers and Compositions Dedicated to the HSMA 
Composer 
Roy Harris 
David Diamond 
Morton Gould 
Paul Creston 
Title of Composition 
Prelude and Fugue 
Concerto Piece.for Orchestra 
Folk Suite 
Fantasy.for Piano, Op. 32, 
Year Composed 
1939 
1940 
1941 
1943 
Note. These composers composed these compositions at Richter's request. 
RenoVImed Conductors 
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Renowned conductors visited the school during the first two decades to work with 
the senior orchestra. In 1938, Erich Leinsdort29 visited the school shortly after his 
appointment to the Metropolitan Opera. He rehearsed Beethoven' s Egmont overture with 
the students concluding the rehearsal with a complete perfonnance of the piece. 
Leinsdorf came ready to rehearse and stopped often to correct the students and even drill 
certain sections of the music. Leinsdorf conducted the rehearsal in the auditorium in front 
of assembled students who listened attentively: 
429 Erich Leinsdorf was born on February 4 , 19 12, in Vienna and died on September 11 , 
1 993, in Zurich, Switzerland. He was a renowned conductor in America and Europe devoting 
much of his career to conducting opera. Leinsdorf also published books and essays on music . He 
left Austria in November 193 7, to become assistant conductor at the Metropolitan Opera in New 
York. After Hitler occupied Austria in March 1938, President Lyndon B. Johnson granted 
pem1ission a ll ow ing Leinsdorf to stay in America. In 1942, Leinsdorf became a natura li zed 
American citizen. He remained at the Met until 1942. After serving in World War II w ith the 
United States Armed Forces, he became principal conductor of the Rochester Philharmonic 
Orchestra in 1947 , and rema ined in that position until 1955. He served as conductor of the 
Metropolitan Opera in New York again from 1957 to 1962. After resigning from the Met, 
Le insclorf gues t-conducted o rchest ras and operas around the world for the next two decades. 
161 
He flung off his coat to get to work, for it was to be a rehearsal, not a 
concert, with interruptions when necessary for corrections, with drill when 
necessary for improvement. Beside him was a microphone, and so when he 
stopped the players to ask for a more forceful attack or a more flowing legato the 
entire assembly was on the ale1i to listen and learn. At times he clarified the 
interpretation he sought by humming, singing a phrase, dynamically beating a 
measure ... . He closed with a revitalized performance of the entire overture.430 
Leinsdorfvisited the HSMA on several other occasions, one being prior to the 
February 21 , 1943 Carnegie Hall performance in which he conducted the school's senior 
orchestra and choral ensemble. The program included Paul Creston ' s Fantasyfor Piano , 
which was performed by fifteen-year-old music student Mordecai Steinman. 
Sometime during 1939, LaGuardi a ananged and accompanied the conductor Fritz 
Spider/3 1 to conduct a rehearsal with Hirschmann 's New Friends ofMusic Orchestra for 
the benefit of the senior orchestral members. Spidery brought with him a recently re-
discovered Haydn symphony, which was perfonned by the New Friends of Music 
Orchestra at Town Hall in Manhattan. On November 17, 1942, the senior orchestra, 
senior chorus members, and members of the symphonic band had the p1ivilege of a visit 
430 Benjamin Steigman, Accent on Talent: New York 's High School of Music and Art 
(Detroit , MI: Wayne State University, 1964), 143 . 
43 1 Fritz Stiedry was an Austrian-bam conductor and composer. He was born on October 
11 , 1883, in Vienna, and died on August 8, 1968 in Zurich. When Hitl er came to power in 1933, 
Stiedry left Germany, and went to Russia where he conducted the Leningrad Philham1onic 
Orchestra from 1934-1937. He arrived in America in 1937, and conducted the New Friends of 
Music Orchestra, founded in 1936, by Ira Hirschmarm, on numerous occasions . Stiedry was 
renowned for conducting long-neglected works of Bach, Haydn and Mozati. Although an exact 
date as to when he atTived at the HSMA is not known, it is safe to ascertain that it was shortly 
after January 1939, since that is the date of a publication discussing Haydn ' s discovered 
symphony in Th e Monthly Musical Record, January 1939, pp. 12-14. The artic le was authored by 
Hans Gal. In 1945 , Stiedry returned to conducting opera with the Lyric Opera of Chicago and the 
Metropolitan Opera of New York. Stiedry was responsible for co-founding the Hunter Col lege 
Opera Workshop in Nevv York Ci ty, in the late 1940s. 
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from Dean Dixon, "America' s foremost Negro conductor."432 At the time, Dixon was the 
only African-American to have conducted the NBC Symphony Orchestra, and the New 
York Philhannonic Orchestra. Dixon rehearsed Tchaikovsky' s Romeo and Juliet 
Overture with the senior orchestra, and at the conclusion of the rehearsal he paid the 
orchestra and Richter the highest compliment. He informed the students that he had 
rehearsed them in the same manner he rehearsed professional orchestras, but that they 
had not developed bad traits as professional players had. He thought enough of the 
orchestra to stop and correct specific passages when needed. Following the orchestral 
rehearsal Dixon sat with the senior chorus listening to them rehearse Copland ' s Th e 
Second Hurricane. Again, he was impressed with the quality of the rehearsal informing 
the students that he was happy "to sec the opportunities [they had] to develop not only as 
musicians but into real and distinct personalities as well. "433 Dixon further stated that the 
students and faculty ' s genuine love of music was palpable. Before leaving the school 
Dixon listened to the symphonic band rehearsing Gershwin ' s Rhapsody in Blue. 
A little more than a month later on December 21, 1942, members of the senior 
orchestra had the pleasure of rehearsing with Leopold Stokowski. He emphasized that 
successful group playing could only be achieved when every individual was alert and 
focused. He reprimanded a second violinist "who sat far in the rear, for not coming in 
when the orchestra had been cued,"434 because the entire orchestra depended on him to 
41 2 Gilbert Spector, ''Dixon Leads Senjor Orchestra ," in Overtone, 10, No. 4, December 
1942. Courtesy of Alumni and Friends Association, Manhattan, NY. 
4
·'
1 Ibid. 
4
·'-' Yvette Davis, "Stokowski Gives M&A Pointers," in 01•errone, February 1943. 
(Volume and Number unknown). 
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play his part. 
Stokowski returned to the school soon after being appointed chief guest conductor 
of the New York Philhannonic in 1946. During this visit he rehearsed Tchaikovsky' s 
Romeo and Juliet overture with the senior orchestra. His only stipulation when he visited 
the school was that he rehearse pieces that were unfamiliar to the students. He allowed 
members of the orchestra to decide what piece he would rehearse with them. 
When Leonard Bernstein visited the school in October 1946, the New York Times 
published an announcement of the composer's immanent visit. According to the author, 
the school was well prepared for the conductor' s visit, and microphones had been 
strategically placed in front of the conductor so that the assembled students could hear his 
every word. " It is hoped thereby that the event will be a lesson in orchestral conducting 
as well as a concert. "435 
Bernstein rehearsed Beethoven's Leonora No. 3, with the students, and at the 
conclusion of the rehearsal he complimented the orchestra by comparing them to 
musicians of the New York Philhannonic of whom he expected a high level of artistic 
ski ll. Bernstein took great care in rehearsing the opening of the piece because "it's the 
hardest in all Beethoven to play."436 He then proceeded to rehearse each of the sections 
separately to blend their tone. He had the clarinet player play his solo several times, and 
made sure the string section used the correct amount ofbow. He also wamed the students 
not to get too loud too quickly. 
m " Bemstein to Aid Youths: He Wil l Rehearse Orchestra of Hi gh School of Music and 
Art ," New York Times, October 23 , 1946 . 
4
-'
6 Leonard Bemstein in Benj amin Ste igman, Accent on Tolen/. Ne1 1· York·.\· High School 
o(Music ond Al'f (Detroit , Ml: Wayne State Uni vers ity, 1964). 149. 
I64 
Bernstein stayed to answer students ' questions following the rehearsal, and one 
student asked him whether it was more advantageous to apply to college rather than to a 
conservatory. Bernstein replied that it was important for students to have a well-rounded 
education because conservatory training was quite limited. An academic education was 
just as impmiant in developing a young person ' s mind: 
Yes, I should like to see a musician go to college after high school. A 
conservatory is limited in its outlook. It becomes a race there to see who can 
play the Chopin Etude in Thirds the fastest , and you graduate from there with 
fingers of steel, but there ' s more to music education than that. The academic side 
. . 437 
IS nnpmiant. 
When Eugene Onnandy visited the school on December II , 1951 , the New York 
Times published a sho1i article on the event the following day. Onnandy was nervous 
before addressing the music students but, according to the reporter, his "nervousness 
waned as he spoke."438 Onnandy was prepared to speak for about twenty minutes, but 
Steigman informed him to "talk as long as you like. This is an historic occasion and 
we ' ve disconnected the bells."439 His advice to the students were to "sight-read as much 
as you can; [and] become acquainted with the standard repertoire."440 Ormandy then 
conducted the senior orchestra in a perfmmance of Strauss ' Die Fledermaus. Lewis441 
shared his excitement by writing underneath Onnandy' s picture in a New York Times 
43 7 Leonard Bemstein in Benjamin Ste igman, in Accent on Tcilent: New York ·s High 
School o(Music and Art (Detroit , Ml: W ayne State University, 1964), 149. Bernste in attended 
Boston Latin Public School and Harvard University . 
418 Paul V. Beckl ey, " Pupil s Make Hes itant Or:mandy Give a Speech, Lead Their Music," 
Ne H' York Tim es , December I 2, I 951 . 
~w Ibid . 
~~ ~~ Eugene O rmandy in Benjamin Steigman, Accent on Talent: NeH' York 's High School 
o(Mu.1ic and Art (Detroit , Ml: Wayne Sta te Uni vers ity. 1964), ISO. 
~ ~~ Ri ch<1 rd Lew is, M&A ' 53. sent me a photocopy of the NeH' Yo rk Times articl e. 
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article, "A classmate of mine, Philip Novick, took this photo--it was a wonderful 
experience to hear Ormandy speak and conduct! "442 
The school purposefully invited female conductors to the HSMA to reassure 
female students that "the prospects for women in the field of music were becoming 
brighter."443 Antonia Brico 444 was the first female to visit the school on February 18, 
1941. "She encouraged the girls to perfect their skill, to challenge the boys for all 
available positions, and "may the best musicians win regardless of sex, race or color."445 
Margaret Hillis,446 also "assured the girls that women [would] find their opportunities in 
music detennined finally and solely by their knowledge and competence."447 
442 Richard Lewis, e-mail corTespondence with Peris Alban, March 26, 20 II. 
443 Benjamin Steigman, Accent on Talent: New York 's High School o("Music and Art 
(Detroit MI: Wayne State University, 1964), 151 . 
444 Antonia Brico was born in Rotterdam, The Netherlands on June 26, 1902, and died in 
Denver, Colorado on August 3, 1989. Brico settled in Californja with her foster parents in 1908 , 
and after high school she attended the University of Berkeley, California, and graduated in 1923 . 
She was an accomplished pianist and in 1927, she entered the Berlin State Academy of Music. 
She graduated from the conducting program in 1929, the first American to do so. In February 
1930, she conducted the Berlin Philharmonic Orchestra. She was appointed conductor of the 
Women ' s Symphony Orchestra in 1934, later re-named the Brico Symphony Orchestra in 1939. 
In 1938, she became the first female conductor to conduct the New York Philharmonic. In 1942, 
she settled down in Denver, Colorado, where she founded the Bach Society and the Women 's 
String Ensemble. 
445 Benjamin Steigman, Accent on Talent: New York 's High School of" Music and Art 
(Detroit Ml: Wayne State University, 1964), 151 . 
446 Margaret Hilli s was bom on October 1, 1921 , in Kokomo, Illinois, and died on 
February 6, 1998, in Chicago, Illinois. She played the piano, trumpet, hom, saxophone, and string 
bass, but she was best known for her conducting and for establishing the Chicago Symphony 
Chorus in 1957. She attended Indiana University, and The Juilliard School , where she studied 
conducting with Robert Shaw. In 1950, she founded the Tanglewood Alumni Chorus, later re-
named the New York Concert Choir. In 1977 , she tilled in for Sir Georg Solti on very short 
notice, and conducted the Chicago Symphony Orchestra and Chorus in Mahler's Eight Symphony 
at Carnegie Hall. She di ed just a few weeks before the Chicago Symphony Chorus celebrated 
I . 40 111 . t 1e1r anmversary. 
447 Benjamin Steigman , Accent on Talent: New York 's High School o{Music and Art 
(Detroit Ml: Wayne State Uni versity, 1964). 151 . 
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Several renowned choral directors visited the school to work with the senior 
vocal ensemble. Hugh Ross44 8 and Robert Shaw,449 director of the Collegiate Chorale 
visited on several occasions prior to 1959. During one visit Ross rehearsed excerpts from 
Mendelssohn 's Elijah and offered a wonderful interpretation of the arias, Help, Lord, and 
He Watched Over Israel, to the young singers. In the first aria, the singers were 
anguishing for water, and by the second aria they were a choir of angels praising God. 
According to Ross, theforte sections in each of the arias had to be strikingly different: 
In the aria 'Help, Lord,' you are a people in anguish, thirsting for water; then in 
the aria 'He Watched Over Israel ' you are a choir of angels praising the goodness 
of the Lord. Your fortes in each of these arias are meant by Mendelssohn to be 
. d'f"C 450 qmte 1 1erent. 
Ross stressed the need for clear enunciation otherwise, "you might as well be singing a 
foreign language."45 1 During another visit, he worked on Villa-Lobos ' Mandu Carara, 
and "brought with him the big, burly South Ametican composer, who roused the singers 
448 Hugh Ross was born in Langport, Somerset, England c. 1898 , and died on January 20, 
1990, in Manhattan, New York. His mother taught him how to play the piano at an early age. One 
day when he was about six she over-heard him singing an aria from The Messiah , and was 
convinced he had a musical gift. Ross studied at the Royal College of Music in London, and at 
age seventeen he became a fellow of the Royal College of Organists. He could play the violin as 
well. During the summer of 1923 , Ross was sent to Winnipeg, Canada, to conduct a male chorus, 
which performed at Carnegie Hall. Ross remained in Canada until 1927, when he left for New 
York to lead the Schola Cantorum. In 1933 , he began working at Manhattan School of Music. 
teaching history and conducting the chorus and madrigal groups. Ross was still active as a 
conductor in 1985, when he conducted "Liberte/Libe1iy," a celebration of the Statue of Liberty at 
Alice Tully Hall. The Schola Cantorum was originally founded in 1909, by Kllli Schindler, but 
Schindler changed the name to Schola Cantorum in 1912. 
449 Robert Shaw founded the Collegiate Chorale in 1949, and directed the choir until hi s 
appointment as music director of the Atlanta Symphony Orchestra in 1967. The Collegiate 
Chorale traveled to thi1iy countries in sponsored tours arranged by the U.S. State Depa rtment. 
They made numerous recordings on the RCA Records. 
450 Hugh Ross in Benjamin Steigman, Accent on Talent: New York 's High Sc/J()o/ of 
Music and Art (Detroit , MJ: Wayne State University, 1964), 151_ 
45 1 Ibid. 
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to get the wild folk-music effects he wanted."452 When Shaw visited he led the vocal 
ensemble through a series of vocal wann-ups he used with his own choral group. 
Professional Performers 
Not all visiting musicians were composers and conductors, others were 
professional performers who came to the HSMA to share their experiences of what it was 
like to perform and work full-time giving lessons and master classes. Carlos Salzedo, a 
renowned harpist, was the first artist to come to the school on October 25 , 1940 to 
inaugurate twenty-five students to a new music elective course--harp perf01mance. Mary 
Jane Pollock was the school ' s harp teacher. Richter carefully selected harp students,453 
and "decided that to be eligible for the harp class a student must have poise, personality, 
pulchritude, fortitude, detennination, perseverance, high musicianship, good health and a 
minimum scholarship average of 85 per cent."454 Table 22 lists other notable perfonners 
who visited the school. 
452 Hugh Ross in Benjamin Ste igman. Accenr on Tu lem _ Nnv York 's High School o( 
Music and Art (Detroit , Ml: Wayne State Uni versity, 1964), I 51 . 
451 Richter accepted 24 girl s and 1 boy into the harp performance c lass. 
454 
" 24 Girl s and a Boy in City Harp C lass .·· Ne11 Yo rk Times. October 26, 1940 . 
Table 22 
Notable Performers Who Visited the School 
Notable Perfonners455 
David Mannes, violinist 
Director of The Mannes 
School ofMusic 
Walter Damrosch 
Marion Bauer, composer 
Aaron Copland, composer 
Howard Taubman, 
Music Critic of the New 
York Times 
Albe11 Spalding, violinist 
Elizabeth Schumann, 
soprano 
Hany Glantz, I st trumpet 
for the NY Philhannonic 
Orchestra 
Paul Henry Lang, historian 
Reason for Visit 
provided guidance to 
the advanced string 
instrumentalists 
lectured on general music 
discussed problems in 
music history 
discussed composition 
with the advanced 
students 
gave guidance to students 
who wished to become 
& . 1 . . 456 protesswna musicians 
gave an hour of 
instruction to advanced 
violin students 
lecture-demonstration 
for vocal students 
lectured students on 
a career as a trumpeter 
discussed cunent issues 
in music history 
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Date ofVisit 
* 
* 
* 
* 
Oct. 1940 
March 1941 
April23, 1941 
October 1941 
Nov. 5, 1942 
~ 55 When Steigman di scussed these notable perfom1ers in hi s book, Accent on Talent: 
New York "s High School o("Music and Art (Detroit, MI: Wayne State University, 1964 ), in 
Chapter 10, Guest Artists and Musicians , he neglected to provide their dates of attendance. The 
dates li sted in the Table were g leaned from articles that were published in the school' s 
newspaper, Overtones. 
~; r, Informati on garnered from. ··24 Girls and a Boy in C ity Harp Class.·· Nl'11 ' York Timl's .  October 
26. 1940 . 
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Boris Koutzen, head of the gave a lecture- Nov. 17, 1942 
Philadelphia Conservatory demonstration to 
ofMusic's Violin Department, violin students 
member of the NBC Symphony 
Orchestra 
Roger Sessions, composer discussed and debuted Nov. 18, 1942 
his violin sonata457 
Georges Banere, flutist gave a lecture to the * 
advanced woodwind 
players 
Saul Goodman, timpanist lectured on Oct. 28, 1943 
with the NY Philhannonic percussion technique 
Orchestra 
Leonard Rose, cellist listened and coached March 1, 1949 
with advanced cellists 
Roy Eaton, M&A '46, performed for the junior Oct. 17, 1951 
pianist orchestra 
Simon Barere, pianist coached the senior * 
stling qumiet 
Arthur Judson, artists ' manager gave a lecture on * 
Chamber music 
Harold C. Shonberg, music came to speak with * 
critic students in the advanced 
composition class 
*Exact date unknown. Likely vi siting miists came to the school prior to June 1959 when 
Steigman retired as principal. 
~~ 7 Sess io ns perfo rmed the pi ano accompa niment and G eno A ntal pl ayed v io lin. 
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Extra-Curricular Music Activities 
LaGuardia was fond of the high school and its students, and he welcomed 
opportunities that allowed students to perfonn outside the confines of the school. For 
example, he arranged for a small ensemble to perform at a City Hall function , and on 
other occasions he had the senior orchestra featured on the radio station WNYC during 
his regular Sunday moming Talk to the People broadcast. One special program hosted by 
the mayor called Young America Wants to Help aired on April 27, 1941. The senior 
orchestra, with noted artists Helen Hayes, Gertrude Lawrence, Judy Collins, Ezra Stone, 
Glee Club ofYale University, directed by Richter, perfonned to raise money " for civilian 
relief, to awaken sympathy for the plight of British civilians in young people, and to 
translate this sympathy into concrete fonn. "458 On November 15, 1952, Music and Ali ' s 
String and Piano Quintet perfonned on WNYC, under the direction of lsodore Russ and 
perfonned Emst von Dohnanyi 's Quintet inc minor. 
Overtone announced many of the students' extra-cunicular activities. In March 
1941, "the officials of the Scarsdale Orchestral Association selected Eleanor Schwmiz, 
senior vocalist, to play Beethoven 's C Major Concerto at their semi-annual concert."459 
Richter and 17 members of the shing section of the senior orchestra perfonned for the 
"Convention of the International Council on Exceptional Children at the Hotel New 
Yorker on February 21, 1 941, "460 and the HSMA' s first established string quartet 
performed a Beethoven string quartet on Navy Day celebrations at a YMCA in Brooklyn, 
N "Orchest ra Plays to Britain,' ' Overtone 7, No . 4, May, 194 1. (no au thor) 
4
:i9 Theodore Karp , "Bar Lines;' Overtone 7, No.2 , March 1941 . 
4 611 Ibid. 
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on October 23, 1942. A couple of months later, on December 21 , 1942, the senior 
orchestra and choral ensemble perfonned a Christmas program at Hunter College. They 
performed The Magna Carta in full costume, and the Polonaise from Rimsky-
Korsakoffs opera, Christmas Night. The senior symphony orchestra and senior chorus 
also perfonned at Carnegie Hall. 
The HSMA students were dissuaded from performing on a regular basis as paid 
musicians--although there were no hard and fast rules for performing with amateur 
groups. In 1949 Bob Cassell, the senior orchestra's top timpanist and member of the 
senior band and Orchestra Vll, perfonned with the Riverside Church Symphony, the 
Teacher' s College Symphony, and the Third Street Settlement Senior Orchestra. Students 
perfonned recitals and were guest artists at the 92 11 cl Street YMHA, Hunter College, 
Brooklyn School of Music, and The Juilliard Sp1ing Conceits. The senior string quartet 
and a specially formed chorus perfom1ed for Benjamin Fine, Education Director of the 
New York Times on April 9, 1943 , where the BOE honored Fine for his contribution to 
education. 
When Ernst retired in 1953, a farewell luncheon was given in his honor on May 
16, and the senior chorus perfonned a Negro Spiritual , Wade in the Water, and selections 
from Rogers and Hammerstein ' s musical , Carousel. The host reminded the guests that 
Ernst had been responsible for over-seeing the HSMA in 1936. 
Instrumental and choral students were regularly involved with the All-City 
Orchestra, Band, and Chorus programs. Rehearsal s took place on Saturday mornings at a 
high sc11ool in mid-Manhattan for three hours. The Saturday schedule followed the 
172 
academic school year calendar, and the groups performed two concerts per school year, 
one in December and the other in June. Perfonnance venues included Carnegie Hall , 
Town Hall , and later A very Fisher Hall once Lincoln Center was completed. The All-
City groups are still in existence (2011 ). 
THE HSMA DIPLOMA AND REPORT CARDS 
The principal, Superintendent of Schools, and the President of the BOE signed the 
HSMA diplomas. If students had excellent music scores (i.e. above 90%) they were 
inducted into the Honor Music League and presented with an additional ce1iificate. This 
honor was bestowed on a student during any given year. 
Students received three report cards per tenn, which were taken home and 
returned to school with a parent or guardian ' s signature. The report card noted a student ' s 
achievement in scholarship, school citizenship, attendance and punctuality. The school ' s 
expected passi ng grade was 75% or higher, and any grade below a 75% was considered a 
failing grade. 
Graduation Ceremonies 
New York City high schools held two graduation ceremonies per school year until 
I 953 , the first held in January and the second in June. After 1953 , schools held one 
graduation ceremony in June. Since the HSMA's 1936 establishment, the New York 
Times published newsworthy miicles concerning the school's activities . City officials 
closely monitored the school , therefore, it was natural that the Times printed intonnation 
concerning the schoo l' s first graduating class of January 1940 and compared it with other 
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high schools. The HSMA's graduation scores were formidable. The majority of students 
graduated from the school, as opposed to fewer than 50% of students from other high 
schools. A student's average grade at the HSMA was 95%, as opposed to 88.9% in other 
schools, and 60% of the graduating class pursued higher education leading the journalist 
to conclude, "The High School of Music and A1i has proven even more successful than 
its proponents had predicted."461 The first graduating class numbered 158, and all 
ceremonies were held in the school ' s auditorium. 
Despite the fact that 60% of graduates pursued higher education, the majority of 
students were not intent on pursuing their studies in music or art. Instead they planned on 
becoming engineers, doctors, accountants, photographers, joumahsts, or teachers. "Of the 
entire graduating class, only eighteen students planned to continue their studies in a1i 
schools, while ten intended to enter professional music schools.462 Steigrnan found this 
data unsurprising, and when questioned by a reporter, Steigman stated that the school was 
fulfilling its promise to young students by assisting them in making career choices. 
Steigrnan reiterated that music and mi could play a significant role in a person ' s life 
without them being professional musicians and a1iists: 
1939). 
This school enables a student to detem1ine whether he has sufficient 
talent to make art and music a vocation .... This will save him endless hemiache 
and future failure. Music and a1i, of course, are not intended merely for 
professional miists ; they can become a significant pmi in the daily life of every 
individual. That is the thesis goveming the High School of Music and Art. 463 
46 1 Benjamin Fine, ''C ity Art School Proves Success," (New York Times, December 3, 
462 Ibid . 
46
-' Ibid . 
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This trend--of most students choosing careers outside the arts--continues with current 
LaGuardia Arts HS graduates (20 II) . 
In his yearbook address to the Class of 1940, Steigrnan challenged the graduates 
to continue on their journey and wished them success. He invited the students back to the 
school not only as graduates to visit and reminisce, but to come and establish an alumni 
association which would in time, establish its own traditions. "We on the faculty should 
look forward with deep pleasure to meeting you here again at regular reunions."464 
All of the HSMA 's yearbooks are on display in the Alumni and Friends 
Association Office (A&F), and on the shelf dedicated to the school ' s first yearbooks there 
is a letter that had been written by a gentleman whose mother had been in the Class of 
1940. He wrote, "She always spoke fondly of her times there and to the wonderful 
education and experiences she had . Many of her classmates .... remained lifelong 
friends. "465 
LaGuardia often attended the graduation ceremonies and gave a speech. At the 
January 1941 ceremony, he compared the creation ofbeautiful things to the mass 
destruction of war, and admonished the students to continue on their ar1istic path because 
society needed beauty to counteract against the ugliness of war. 
You're going for1h in the world ... . and no matter what profession you choose, 
each one of you will say to the world, 'We creators ofbeauty rebel against war 
and the use of weapons of destruction. We shout defiance to the dictators. And we 
.II . b I , 466 w1 contmue to create eauty. 
464 Benjamin Steigman, ·'Senior Souvenir," (Class of 1940 Yearbook) , 5 . 
46
' Letter to Alumni and Friends Association. November 27, 2007. 
466 LaGuardia Address to the January Graduating Class of 1941. 
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Newbold Morris ' 467 message to the June 1941 graduates was similar in scope to that of 
the mayor's January address. He reminded the graduates that it was up to them "to 
perpetuate the lovely things of life in a land of free people ... "468 He also proudly stated 
that the school was no longer considered an experiment and that "today it is an unrivaled 
accomplishment of which we may all be proud. "469 
Following LaGuardia's passing in 1947, his wife Marie became very active with 
the HSMA. In the early 1950s she began attending graduation ceremonies and presented 
the graduates with their diplomas. This tradition continued into the early 1980s.470 
The HSMA administration often invited city officials to give the key-note address 
at graduation ceremonies, and by the early 1950s the school had become a prestigious 
institution. Therefore, it was not unusual that Steigman invited Eleanor Roosevelt, 
President Franklin D. Roosevelt 's47 1 wife, to be the special key-note speaker at the 
January 1953 graduation. The First Lady accepted Steigman's invitation, and after the 
ceremony she commented that "M&A [was] an unusual school ,"472 and that the students 
were very alert and aware of current societal issues.473 
467 Newbold Monis was Deputy Mayor and President of the City Council under Mayor 
LaGuardia. 
468 Newbold Mon·is in ''Grads Hear Newbold Mon·is," Overtone 8, No. 1, September 
1941 . (no author). 
469 Ibid. 
470 Since I have but two copies of graduation programs from the school's formative years, 
(1946 and 1952), it is hard to ascerta in exactly when Mrs. LaGuardia began this tradition. Her 
name was listed in the 1952 graduation program. This tradition continued into the early 1970s. 
Since 1 have no graduation programs between 197 1 and 1981, it is impossibl e to ascertain when 
this traditi on ended. She also became chairperson of the LaGuardia Memorial Association. 
47 1 President Franklin D. Roosevelt wa s in office from 1933 to 1945. 
472 Mrs. Eleanor Roosevelt in , " Mrs. Rooseve lt Chats,'· Overtone 3 1, No.2, March 1953. 
(no author). 
47.1 The reporter did not identify these issues. 
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Notable Graduates 
When Ernst submitted the HSMA's first year report to the BOE in 1937, he 
witnessed the school ' s success, and he hoped that successful musicians and artists would 
claim the school as their alma mater in future years. Ernst noted that other New York 
City art and music educators demonstrated interest in the music curriculum, and that 
interest evolved to national and international levels. The HSMA drew international 
acclaim as well when representatives from France, England, Japan, and Israel visited the 
school for guidance in establishing their own arts-focused schools. These visitations 
began in the 1940s and continued into the 80s. 
Emst concluded that the school was "making a place for itself in the great high 
school system of the city,"474 and since more and more elementary and junior high school 
principals and guidance counselors were becoming more appreciative of the school , they 
were willing to recommend that their qualified students audition there. Ernst believed that 
the HSMA 's success ultimately could only be "detennined when we have the opportunity 
to study the careers of the boys and girls who will be graduated from it."475 Table 23 lists 
professional musicians who graduated from the school during its first two decades . 
474 Frederic E rns t, Report on Th e Music and Art High School (June 28, 193 7), 13. 
Munic ipa l Archives. Manhattan. NY. 
~ 75 Ibid .. 13-14 . 
177 
Table 23 
Successful Musicians from the HSMA 
Name Career Graduation Year 
Isidore Cohen violinist and 1940 
chamber musician 
Bernard Garfield bassoonist, composer and 1942 
Professor 
Paula Lenchner opera singer at the 1942 
Metropolitan Opera House 
Milton "Shorty" Rogers jazz trumpeter, flugelhorn 1942 
player 
Charles Shiff director of Manhattan 1943 
Chamber Orchestra 
Stanley Drucker principal clminetist with 1944 
The New York Philhannonic 
Orchestra 4 76 
Mmion Feldman composer 1944 
SeyJnor Shifrin composer 1944 
Elly Stone American singer and 1944 
actress 
Marilyn Bergman composer, songw1iter, 1945 
lyricist 
Roy Eaton pianist 1946 
Cy Coleman composer, songwriter, 1947 
jazz pianist 
Reri Grist African-American 1949 
m Drucker was hired in 1948 and remained vvith the orchestra until hi s retirement in 
2009. 
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coloratura with successful 
international career in opera 
Shari Lewis puppeteer, violinist, 1949 
Pianist 
Arthur Weisberg bassoonist, conductor, 1949 
composer 
Peter Nero jazz pianist 1951 
Diahann Carroll entertainer 1953 
Barbara Stein Mallow cellist 1953 
Edward Kleban I . . 477 ync1st 1955 
Peter Yarrow folk singer and member 1955 
of the fo lk group, Peter 
Paul and Mary 
At the conclusion of the 1958 academic year Kosakoff, who by then was teaching 
music at the HSMA, compi led a list of successful alumni who had professional music 
careers. He submitted the list to Steigman who submitted it to the BOE, thus confinn ing 
Ernst's prediction that the school would ultimately produce successful students. 
Kosakoffs report included information about successful soloists, orchestral players, 
string quartet perfonners, opera and Broadway perfonners, conductors, composers, dance 
band musicians, show business ente1iainers and personalities, nightclub stars, and college 
professors. Table 24 li sts those successful alumni in the music profession. 
477 Kleban was lyri c ist for A Chorus Line, which opened on Broadway in 1947 
Table 24 
Successful Alumni in the Music Profession 
Alumni* 
Stanely Babin 
Roy Eaton 
Joyce Flissler 
Maurice Wilk 
Eugene Becker 
Sol Greitzer 
Stanley Drucker 
Music Profession 
Professional Pianist 
Professional Pianist 
Professional Violinist 
Professional Violinist 
Violist in the New York Philhannonic Orchestra 
Violist in the New York Philhannonic Orchestra 
Principal clarinetist in the New York Philhmmonic 
Orchestra 
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Robert Gladstone 
MatTis Lang 
Isadore Cohen 
Matthew Ramondi 
Andor Toth 
Gerald Tarak 
Double Bassist in the New Y ark Philhannonic Orchestra 
Percussionist in the New York Philhannonic Orchestra478 
The Juilliard String Quartet 
Madeline Chambers 
Gloria Davy 
Paula Lencher 
Alumni480 
Joe Liebling 
Charles Schiff 
Lee Shaynen 
Henry Albe11s 
Oberlin String Qua11et 
Oberlin String Quartet 
Beaux A11s Qum1et 
Metropolitan Opera Company 
Metropolitan Opera Company 
. 4n Metropolitan Opera Company 
West Side Story on Broadway 
Conductor: Mastersingers and Robe11 Shaw Chorale 
Manhattan Chamber Orchestra and the New York 
Philhannonic Orchestra 
New York City Opera; Pittsburg Opera Workshop; 
Heidelberg Opera, and Chicago Lyric Opera 
Hollywood composer and an·anger 
478 Kosakoff li sted other orchestras which included HSMA alumni but he did not provide 
alumni names . These orchestras included: Boston Symphony Orchestra; Philadelphia Symphony 
Orchestra; Chicago Symphony Orchestra , Cl eveland Symphony Orchestr3, 3nd the San Franci sco 
Symphony Orchestra. 
479 Other alumni appeared with LaScala Opera Comp3ny; Vienna Oper3 3ncl other un-
named European opera companies. 
48° Kosakoff did not provide spec ific nsmes. 
Gerald Fried 
Meyer Kupferman 
Ezra Laderman 
Douglas Townsend 
Ken Drew 
Milton "Shorty" 
Rogers 
GeiTY Wiggens 
Shari Lewis 
Bess Myerson 
Dick Shepati 
Charles Van Doren 
Dehanne Carol 
Cy Coleman 
Sandra Dee! 
Laura Sands 
Hube1i Doris 
Meyer Kupfennan 
Seymor Schifrin 
Gilbe1i Spector 
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Composer and arranger for United Artists and 20111 Century 
Fox 
Composed operas, choral works, and symphonies 
Opera composer 
Prominent young composer 
Jazz Pianist and big band arranger 
West Coast jazz performer 
Louis Annstrong Band member48 1 
Show Business Entertainer 
Show Business Entetiainer 
Show Business Entetiainer 
Show Business Entertainer 
Night Club Entertainer 
Nigh Club Entertainer 
Nigh Club Entertainer 
Night Club Entertainer 
Music Department Chair at Bamard College 
Music Depmiment Chair at Sarah Lawrence 
Composition professor at University of Califomia 
Music Depatiment Chair at Bucknell University482 
*Graduation year of alumni not included in Kosakoffs report. 
Not all alumni had a wonderful experience at the HSMA. A handful of students 
transferred to the School of Perfom1ing A1is because their academic record was not on 
par with the school" s expectations, and a few others left either because the commute to 
and from school was just too long or they did not have the stamina to study music (or art) 
4x1 Un-named alumni performed with Cuga t Dance Band; Tommy and .Jimmy Dorsey 
Dance Band; Stan Kenton Dance Band; Woodie Herman Dance Band; Les Brown Dance Band; 
Dizzy Gillespie Band. and Tito Rodri guez Dance Band. 
4
"c Other un-named a lumni taught at The Juilli ard School of Music; Oberlin 
Conservatory; Peabody Conservatory; Yale Un iversi ty; New York Univers ity; University of 
Califo rni a; Queens Co ll ege. and Corne ll Uni versity. 
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on a specialized level. One vocal student, Janis Ian, who attended during the mid-1960s, 
was asked to leave by the administration because the music faculty could not accept or 
embrace her vocal talent, perhaps due to issues of musical style, authority or her parents ' 
left wing politics. 
THE HSMA MODERNIZATION 
When the HSMA first opened in February 1936, the school was viewed as an 
experiment. The BOE provided the inaugural students and staff with an already over-
crowded school building located on West 135th Street and Convent Avenue in Manhattan. 
The HSMA was "wedged in between those huge sixteen-and-eighteen-year-old Wadleigh 
girls and the squinning tykes in Public School 134."483 Students and staff made the best 
of a tenuous situation, and it took seventeen years before the BOE finally agreed to 
modernize the Castle. Steigman admitted that the classrooms had been hastily prepared 
and by the time the BOE agreed to modemize the building in 1951, the outside walls 
were grimy and the inside was run-down. 
Students and faculty alike were overjoyed with heating thi s news, and students 
drew up architectural plans of their own that included a "giant outdoor swimming pool on 
the roof to baseball field with grandstand and bleachers .. .. [to] racks to hold wet 
canvases [and] practical storage space for vagrant cellos and basses .. . "4s4 According to 
m Benj amin Steigman, Accenr on Talem ; Nev. · York City's High School o{Music and A rr 
(Detroit , MI: W ayne State Uni vers ity, 1964), 34 . 
~ X~ Ibid. 
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Steigman some of the students' more practical designs were used in the final 
specifications. 
Construction likely began in the summer of 1952. 485 A student reporter for 
Overtone interviewed a workman in October of 1952. The workman described the school 
as being very quiet dming the summer. He preferred working at the school in the fall 
because the students were back and he enjoyed hearing the music--especially 
T 1 "k k ' h . 486 c 1m ovs y s symp omes. 
Construction continued throughout 1953, forcing the re-location ofthe May semi-
annual concert to Julia Richman High School on Second A venue and 6i" Street in 
Manhattan. The modemization cost the BOE $750,000, and according to a student 
reporter, "After all the work is done we will have one of the most modem and best 
equipped schools in New York State. Already the improvements are beginning to take 
The renovations included a new lunchroom in the basement, and two rooms were 
combined on the third floor and made into a 150-seat concert hall to accommodate 
' · · "
488 Th . . h I d f: I ' m1mature conce1is. e mstrument practice rooms were over au e rom arge 
classrooms and divided into either two or four divisions with partitioning windows and 
soundproofing. The larger rooms accommodated groups of eight to ten string players, 
4
x
5 Steigman specifi ed in his book that construction started sometime during the 1953-
1954 school year, but an Overtones article disputes this date because an article appeared in the 
newspaper 's October 1952 edition discussing the construction. 
486 Additional documentation suppo11s the evidence that construction began in the 
summer of 1952, because bids were opened for general construction in May 1952. Additional 
bids for plumbing, electrical work, and heating were submitted to the BOE in June 1952. 
4
x
7 
··Modemization Taking Shape," Overtone, 31 , No.4 , May 1953. (no author). 
"sx Ibid. 
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while the smaller rooms were for the winds and brass sections. The modernization 
included an instrument repair room and a furnished formal recital hall with a grand piano 
and a $1,600 Hi-Fi double set gifted by RCA. The stage in the auditorium was 
completely rebuilt with updated lights and sound control panels and a control booth for 
recording and broadcasting. All academic classrooms were refurbished and four studios 
were added to the art department. The renovations were complete by spring of 1954. 
RELOCATION AND MERGER DISCUSSIONS 
Everyone at the HSMA were ove1joyed with the new facilities and renovations ; 
therefore, it came as a shock to the school community when Buell G. Gallagher, 
President of City College, requested that the HSMA be relocated to Lincoln Square in the 
area between West 65 111 and 66111 Streets in Manhattan. The HSMA 's building belonged to 
CUNY, and was on their campus. The President wanted to repossess the building for 
university use. Gallagher made the request to Robert Moses, Construction Chainnan for 
the Office of Slum Clearance of the City ofNew York, in the fall of 1955 . This request 
was the catalyst for years ofuncertainty and tmmoil pertaining to the HSMA ' s existence. 
Steigman's impending retirement in 1959 amplified the uncertainty because the BOE did 
not have another qualified person to replace him . The impetus for Gallagher ' s request to 
relocate the HSMA came because by the mid-1950s , City College was a thriving post-
secondary institution, and the administration needed to re-passes the HSMA ' s school 
building to accommodate City College ' s growing student body. 
At the time of Gallagher's request, civic leaders led by John D. Rockefeller III , 
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were already discussing the construction of a new site for the Metropolitan Opera House 
and a new Philharmonic Concert Hall in the vicinity that Gallagher wanted to relocate the 
HSMA. Identified as the Lincoln Square Renewal Project during the late 1950s and early 
1960s, this atis center project was part of Robert Moses' urban renewal initiative. 
Ultimately, the arts center became recognized as the Lincoln Center for the Perfonning 
Arts. 
Moses thought Gallagher' s proposal had "considerable merit,"489 and he sent a 
letter to Charles Silver, President of the BOE, stating as such in November 1955. Moses 
also infonned Silver that plans for the Lincoln Square Project were being finalized. 
Therefore, if the BOE wished to "consider the possibility of the· acquisition of a new site 
for the High School of Music and Art in connection with this project,"490 then swift 
action was necessary from the board. David Moskowitz, Assistant Supetintendent of 
Schools, was against the proposal because the BOE had recently spent $750,000 
modernizing the cunent school building and sent a letter to Moses voicing his 
disapproval. He stated that if the BOE spent additional monies towards constructing a 
new school for the HSMA in Lincoln Center while existing schools were without basic 
facilities then much criticism would befall the BOE: 
NY. 
To place in the budget a project for the replacement of a school with excellent 
faciliti es, while many school s are in dire need of even basic facilities of 
sanitation, lighting, auditoriums, lunchrooms and libraries, would ce1iainly b1ing 
I · · · 49 I muc 1 cntiCISm upon us. 
4
X'> Robert Moses to C harles Sil ver, N ovember 30 , 1955. Municipal Archi ves , Manhattan , 
4911 Ibid. 
~ '11 Dav id Markow itz to Robert Moses. 12 D ecember 1955. Munic ipal Archi ves Building. 
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Moskowitz's letter likely succeeded in delaying the acceptance of the notion of 
relocating the HSMA to Lincoln Square but a February 16, 1957 New York Times article 
re-ignited the prospect. According to the journalist, the BOE was thinking of moving the 
HSMA to Lincoln Square and pairing it with the School ofPerforming Arts (SPA), a 
vocational high school, housed at 120 West 461h Sh·eet in Manhattan. SPA specialized in 
music, dance, and drama. The BOE's initial idea was to merge the two schools' music 
departments, include the dance and drama departments from SPA, and have both schools 
occupy the High School of Commerce' s building on West 65th Street in the vicinity of the 
Lincoln Square Project. Current students of the High School of Commerce would be 
moving into a newly-constructed building on the west-side of Manhattan. The HSMA ' s 
art department, according to the BOE' s idea would be merged with the High School of 
Industrial Art. Steigman gave a non-committal response to the board ' s plan and merely 
commented that the BOE's high school division was discussing several options. C. 
Frederick Petisch, Associate Superintendent in charge of the high school division, also 
stated the plans were still "highly tentative. "492 
When the HSMA' s Parents Association discovered that the school was in 
jeopardy oflosing its art depmiment completely, as well as merging with SPA, they met 
at the school on February 19, 1957, to discuss their options. At the meeting the concerned 
parents passed a resolution in favor of rejecting all BOE proposals that would result in 
the school being di sbanded, and the following day the association sent the resolution to 
~92 C . Frederick Pe rtsc h in ·'New Arts School For C ity W eighed: Special Mus ic and 
Theatre In stituti on Proposed <1t Lincoln Square Site ." ' Ne J.t " York Times. February 16. 195 7 . 
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Silver493 via telegram. The telegram stated that the HSMA was to continue "without 
impairment of its facilities without any diminution of its effectiveness so that it may 
continue to serve the educational and cultural needs of the children of the city."494 The 
adopted resolution was the result of a unanimous vote.495 Parents, community members, 
and students inundated Silver and William Jansen, Superintendent of Schools, with 
petition letters calling for a halt to the board ' s proposal. One letter, written by a "taxpayer 
ofNew York,"496 argued that a school ofHSMA' s "caliber not only enhances our 
prestige by drawing visitors from the entire world but it gives to its students an academic 
and miistic background our finest colleges look for. .. " A concerned parent wrote to 
Jan sen pleading for him to "use [his] good office to guarantee that this school will not be 
split up into the vocational school division."497 A HSMA student wrote to Jensen stating 
that rumors of relocation and merging with another school were vicious ones and that the 
board should ensure the school ' s continued success for the benefit of future talented 
students. 
After the New York Times article appeared in February 1957, Silver asked 
Moskowitz to write another letter to Gallagher, to reiterate the imprudence of moving the 
HSMA to Lincoln Square. According to that letter any discussion concerning a merger 
between the HSMA and the SPA as cited in the Times had come "as a surprise to us 
493 Charles Silver, President of the BOE. 
4~4 Sylvia Thaler to Charles Silver, tel egram, 20 February 1957. Municipal Archi ves . 
M anhattan, NY. 
495 Ibid. 
4~6 Mrs. Lester Hamerschlag to Charles Silver, February 26, 1957. Municipal Archi ves. 
Manhattan, NY. 
4
n H arri et Wital to William Jansen, February 27, 1957. Muni cipal Archi ves, Manhattan. 
NY. 
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(members of the BOE] more than a year and a half after the date of the discussion . .. "498 
and that the present time was "not ripe for re-activating"499 the discussion. Moskowitz 
concluded the letter by stating that the board hoped it could, through the HSMA continue 
to "live and work in harmony"500 with City College officials. On the same day that 
Moskowitz wrote this letter to Gallagher the New York Times published another article 
assming New Yorkers that the HSMA would not close or merge with the SPA because 
board members had received numerous protest letters from school supporters. The 
reporter noted that the school would remain on the City College campus. Additionally, 
then Mayor Wagner, had also been inundated with protests concerning the BOE's 
proposal to close the HSMA. Wagner was supportive of keeping the school intact: 
The High School of Music and Art will not be closed or merged, and its building 
will not be given to City College. City and school officials gave thi s assurance 
yesterday after scores of protests had been received as the result of a repmi that 
the Board of Education was considering closing the special school . ... Mayor 
Wagner was said to have been swamped with protests over the proposed closing 
of Music and Ati. He is understood to be very much in favor of continuing the 
schoo1. 501 
Steigman sent a letter to Harold Ha/02 and Silver503 on April 12, 1957, stating his 
pleasure that the Superintendent of Schools (Jansen] had finally decided to allow the 
HSMA . . 1 . 504 to contmue at tts present ocat10n. 
498 David Markowitz to Buell Gallagher, February 28 , 195 7. Municipal Archives, 
Manhattan, NY. 
499 Ibid . 
500 Ibid . 
50 1 
"High School ofMusic and Art Won ' t Close, Offic ials Promise:· Nnr York Tim es 
Febmary 28 , 1957. 
502 Secretary of the Board of Educa ti on. 
50
.1 President of the Board of Education. 
504 Both con·espondences suggest that the discussion pertaining to rel oca ting the HSMA 
must have cont inued past February 195 7 
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When the HSMA conducted its commencement ceremony in June 1957, 
relocation and merger discussions seemed to have been put to rest. Silver, 505 the keynote 
speaker, addressed the 505 graduates and encouraged them to use their artistic talents for 
the betterment of society. Mmie LaGuardia was present at the graduation and presented 
the diplomas to the graduates. 
William Schuman 's Shocldng Proposal 
On December 11 , 1958, students and dignitaties gathered in the HSMA ' s 
auditorium to commemorate LaGuardia ' s birthday. Among the honored guests were 
Marie LaGuardia, Paul Wrablica (President ofM&A's Alumni Association), Rose 
Shapiro (fonner President of the Parents Association), and William Schuman (President 
of The Juilliard School of Music). Steigman reminded the audience that LaGuardia was 
responsible for the school's 1936 establishment under the aegis of the BOE, and that the 
HSMA was LaGuardia's most cherished accomplishment as Mayor ofNew York City. 
Marie LaGuardia infonned the audience that her husband 's decision to establish such a 
school was influenced by the fact that talented students in the arts were "lost in the 
shuffle in regular high schools and could not bring out and improve their atiistic abilities 
while having a well-rounded academic education. "506 She also stated that her husband 's 
deep passion for music and art had influenced hi s decision in establishing such a school. 
Wrablica '·presented the school with a bas-relief of LaGuardia done by the renowned 
505 C ha rles Sil ver, Pres ident of the BOE. 
50
'' Mari e LaGuardia in , -·castl e Hai ls LaGuardia ," Overtone, Vo l. 42 , N o. 4 , January 
1959. Co urt esy of A& F Assoc iatio n. 
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sculptor Rene Shapshak."507 Following the presentation Schuman presented his key-note 
address which included a proposal that shocked those assembled. 
During his address Schuman spoke to the audience about the developing Lincoln 
Square project, emphasized its imporiance, and named each of the perfmming arts groups 
that would be included in Lincoln Square. 508 In his closing remarks, Schuman announced 
hi s proposal to combine the school with the SPA, thus giving the HSMA, "a new building 
in the Lincoln Square project."509 According to the Overtone reporter, the news "startled 
the assembled students."51° Following Schuman's address the Senior String Quartet--
directed by Richter--treated the audience to a perfonnance of Mozart 's Quartet in d 
minor, and the Senior Girls ' Chorus under Ext's direction perfonned The Promises, by 
Panchenko-Wilhousky. 
The following day the New York Times described the previous day's activities at 
the HSMA to its readers and verified that Schuman had proposed to have the 
"consolidated school [HSMA and SPA] be adjacent to The Lincoln Center for the 
Performing Arts. "5 11 The merged school would be housed in the High School of 
Commerce' s facility located at " 155 West Sixty-Fifth Street at the northern end of the 
507 
"Castle Hails LaGuardia," Overtone, Vol. 42 , No.4, January 1959. Com1esy of A&F 
Assoc iation. No-one seems to know what happened to the bas-relief after the school relocated in 
1984. 
soB Metropolitan Opera House; home for the New York Philharmonic Orchestra ; a theater 
for drama repertoire; a building for dance; a Performing Arts Library, and a new home for The 
Juilliard School ofMusic. 
509 
"Castle Hails LaG uard ia," Overtone, Vol. 42, No. 4, January 1959. Court esy of A&F 
Assoc iation. 
5 10 Ibid. 
'
11 
--M erger Proposed For Arts Sc hoo ls, Ne11 · York Times, December 12. 195 8. 
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Lincoln Center Complex."512 
By early January "city school authorities had agreed to study his [Schuman ' s] 
proposal for a merger ofthe High School ofMusic and Art and the High School of the 
Performing A1is,"513 which would be "relocated on a city-owned site adjacent to the 
proposed Lincoln Center."5 14 John J. Theobald, Superintendent of Schools515 assured 
Schuman that the matter would be brought before the Board of Superintendents ' meeting 
in January [1959]. This information suggests that Schuman held private discussions with 
BOE authorities prior to his appearance at the commemoration ceremony in December 
1958. Schuman 's proposal lay dormant until May. 
Business As Usual at the Castle 
Despite the relocation and merger rumors, students at the HSMA continued their 
daily routines attending music (or m1) and academic classes. The music curriculum 
continued to follow Richter and Moore ' s 1938 syllabus with the inclusion oftwo theory 
textbooks co-authored by Lawner and Landecker in 1956. Music electives in 
composition, band arranging, conducting, chamber music, organ/harp instruction, and 
senior string ensemble continued to be offered during students ' senior year. The semi -
annual conceiis and art exhibits were established school traditions with one concert 
perfonned in December and the second concert in May. Table 25 lists the music faculty 
that was present at the school for the 1958-1959 academic year. 
51 2 
"M erger Proposed For Arts Schools, Nn11 York Tim es, December 12, 1958. 
m " School Merger Pends,' · Ne·w York Times, January 9, 1959. 
514 lbid . 
5 15 John J. Theoba ld had replaced William Jansen as Superintendent of Schoo ls by 1959. 
Table 25 
Music Faculty Members 1958-1959 
Music Faculty 
Alexander Richter 
R. Sybil Mandel 
Elinor Amlen 
Chester Coleman 
Ruth L. Dolgow 
A1ma Ext 
Irving W . Glazer 
Florence S. Hirsch 
Gabtiel Kosakoff 
Mi ldred Landecker 
Monis Lawner 
Ben Lindeman 
David Lockett 
James F. Murphy 
Rita Rivkin 
Isidore Russ 
Merle Skolar 
Constance Ziehmer 
Position 
Head of the Music Department and Instrumental Music 
Head of the Vocal Department 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Note. Semi-annual concert program did not li st whether teachers taught vocal or 
instrumental music. 
By March 1961, several music teachers had left the school and others had joined the 
music department. Table 26 illustrates the music faculty as of March 1961. 
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Table 26 
Music Faculty in March 1961 
Music Faculty 
Alexander Richter 
R. Sybil Mandel 
Elinor Amles 
Frederick Breydeti 
Selwmi Clarke 
Chester Coleman 
Ruth Dolgow 
Anna Ext 
Spinca Ginsburg 
Irving Glazer 
Beulah Klinger 
Gabriel Kosakoff 
Mildred Landecker 
Morris Lawner 
Ben Lindeman 
David Lockett 
James F. Murphy 
Isidore Russ 
Position 
Head of the Music Department and Instrumental Music 
Head of the Vocal Department 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Note. Semi-annual conce1i program did not list whether teachers taught vocal or 
instrumental music. 
Students ' General Organization 
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Students operated a General Organization (GO) and collected dues from students . 
The organization was established at the conclusion ofthe school ' s experimental first year 
period . The GO 's council members voiced their criticism on any aspect ofthe school 's 
operations and suggested student activities to the administration. The GO helped organize 
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the school ' s service program such as their contributions to the Red Cross, the Greater 
New York Fund, and local aid. The GO Council was also responsible for welcoming 
incoming freshmen in September, escorted them around the building, and explained the 
school ' s mission to them. In addition, GO members provided freshmen with information 
pertaining to Arista and the Honor Leagues, and about the school ' s publications, 
Overtone, and Music and Art later designated as Three Lively Arts, a school-wide 
publication. All activities took place during the first week of school, and the school 
considered them part of the incoming freshman ' s civics class. 
Merger Discussion Re-Emerged May 1959 
Merger di scussion involving the HSMA and the SPA remerged in May 1959, with 
a New York Times article. After the initial shock and protests waned concerning 
Gallagher' s original 1955 proposal to relocate the HSMA from its current location on 
West 135111 Street and Convent Avenue to Lincoln Square, Schuman, then President of 
The Juilliard School ofMusic, re-ignited the prospect of relocation with a possible 
merger with the SPA on December 11 , 1958, in a speech at the school ' s commemoration 
ceremony for LaGuardia. Schuman proposed a relocation of a merged institution to 
Lincoln Square close to The Juilliard School of Music. 
At that time the BOE was pursuing another course of action for the SPA, which 
would pair it with the High School of Commerce, a general high school, situated in an 
established building on West 65 111 Street in Manhattan near the newly developing Lincoln 
Square Project. The BOE had already re-named these paired schools--Lincoln Square 
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High School--in anticipation of this merger. In March 1959, the board approved the 
"issuance of serial bonds ... not to exceed $36, 547, for the partial replacement and 
modernization of the Lincoln Square High Schoo1."516 
In April 1959, John J. Theobald, Superintendent of Schools, confirmed the 
board ' s intention to establish the Lincoln Square High School in a memorandum to the 
BOE discussing the pending modernization of the new school and its program 
requirements . Theobald specified that upon completion of the project, "special facilities 
will be provided, and combined use made of others, for a school organization of 2250 
Commerce and 800 Performing A1is students."517 
The New York Times published numerous articles over the years concerning 
HSMA events, and on May 31, 1959, the paper published an article that supported 
Schuman' s December 1958 proposal to merge the HSMA and the SPA re-locating them 
to Lincoln Square. According to Howard Taubman, music critic of the New York Times, 
the newspaper whole-heartedly supported the idea of a perf01ming arts high school in 
Lincoln Square because students would then be exposed to the perfonning mis as a viable 
career due to the school's close proximity to The Juilliard School of Music, the 
Metropolitan Opera House, and the Philhatmonic Hall. " It is not premature to examine a 
vital challenge that the Lincoln Center offers to the community at large: How shall its 
5 16 Minutes of the Board of Education, March 25 , 1959. Municipal Archives Library, 
Manhattan, NY. The new ly named school was to occupy the original High School of Commerce 
building. 
51 7 Memorandum by John J. Theobald to the Board of Education 3 ApriL 195 9, ··Linco ln 
Square Hi gh School Pa11ial Replacement and Moderni za tion Program of Requirements. ·· 
Municipal Archi ves. Manhattan , NY. 
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facilities be used to bring our young people into direct contact with the living atis?"518 
Taubman answered his own question a few paragraphs later stating that, " [the BOE] 
should build a new high school adjoining the Lincoln Center, but it should be a high 
school for the arts ."5 19 Taubman ' s response was based on Schuman 's argument that a 
performing arts high school should be included in the Lincoln Center project to show that 
New York City officials were just as dedicated in providing an at1s education to its 
students as they were in providing them with science and technology opportunities: 
As a symbol of our city' s continuing detem1ination to provide leadership not only 
in science, technology and other specialized areas but also in the at1s as well. The 
moment is right and the atmosphere is favorable for such a bold and imaginative 
move.
520 
Taubman further capitulated that no-where else in the world would there be such a dense 
arts population as there would be at Lincoln Square once completed, and if a perfonning 
arts high school was not incorporated into the plans it would be a .. grievous dereliction of 
responsibility. "521 He indicated that the Lincoln Square High School 522 project was afait 
accompli, something that the BOE should reverse. Taubman could not suppm1 the 
Lincoln Square High School because it would not solely be a performing arts school. 
Steigman responded to Taubman ' s article with a June editorial. Steigman agreed 
with Taubman ' s proposal in principle but with "two significant reservations." '523 The first 
reservation was that relocation could threaten the continuation of the HSMA' s stringent 
5 18 Howard Taubman, "Not to be Mi ssed: Hi gh School of Arts at Lincoln Center:· New 
York Times, May 31 , 1959. 
5 19 Ibid. 
SPA. 
520 William Schuman in lbid. 
52 1 Howard Taubman in lbid . 
522 This school was the BOE 's proposed merger of the High School of Commerce and the 
s2:1 Benjamin Steigman, letter to the mus ic editor, N1.' 11 · York Ti111 es. June 14. 1959. 
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academic course of study. "The scholarship of its [HSMA] students--aside from their 
attainments in music and art--is rated among the highest in our city' s high schools."524 
Secondly, both music and art "should be continued as major studies in the school ,"525 and 
not be separated. Taubman' s article prompted school and city officials to re-examine 
Schuman' s proposal. 
During his commencement address to the HSMA Class of 1959, Robert Moses,526 
infonned the graduates that he favored a HSMA and SPA merger because Lincoln Center 
would be, when completed, an epicenter for the arts. Moses hoped that financial and 
pedagogical concems could be resolved in favor of establishing such a school. 
Benjamin Steigman 's Retirement 
Benjamin Steigman retired in June 1959. He was appointed principal of the 
HSMA in November 1937, and had helped the school reach LaGuardia ' s aspirations 
when he establi shed it in 1936, which was to train dedicated young musicians and mii sts 
without jeopardizing their academic study. The HSMA community accepted Steigman ' s 
resignation effective June 1959, with great sadness. The school ' s newspaper, Overtone 
paid Steigman a tribute and described his accomplishments. 
The Parents Associ ation honored Steigman at a meeting on May 19, 1959. Elihu 
Han-i s, the associati on president, paid him the following tribute, "The contributions 
524 Benjamin Ste igman , letter to the music editor, New York Times. June 14, 1959. 
525 Ibid . Steigman referenced the merger di scuss ions of February 1957, in which the BOE 
had tentative! y sugges ted separating the music and art departments. 
516 Robert Moses. Ch<~ irma n of the Slum C lea rance Co mmittee. Moses had also supported 
Ga llag her's proposa l in 1955 to re loca te the HSM A to Lincoln Square. 
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which Dr. Steigman has made to the High School of Music and Art over the years have 
been infinite. Words inadequately express the loss we feel at his retirement. "527 A cunent 
student also paid tribute to Steigman by describing him as one who remembered what it 
was like to be a teenager, who visited classrooms, and listened to students ' complaints 
and suggestions. Much of the HSMA's success was due to Steigman's tireless efforts on 
the students' behalf especially during the school ' s early organizational years. The student 
body was sad to see him leave, but were reassured that his influence would continue to 
guide the school. 
The graduating class of 1959 dedicated their yearbook, Recolte, to Steigman. 
They showed their gratitude with an inscription and hoped his influence would be far 
reaching upon American education: 
To Dr. Benjamin M. Steigman under whose guidance the High School of Music 
and Art has become an example of the productive blending of the humanities and 
the sciences. He has furthered an ideal , which, having reached fruition here, we 
hope will be a lasting influence upon Ame1ican education. It is to his work then, 
that we owe the harvest, which culminates in this book and to which we 
dedicate. 528 
At a special ceremony on June 25 , 1959, faculty and students presented Steigman 
with gold cufflinks, a money clip, and a certificate of appreciation. The student body 
designed the jewelry' s logo to represent music and art as a token of their appreciation for 
his years of service. The same logo appeared on the money clip. Steigman ' s initials were 
inscribed on them as well. All faculty names were written on the ce1iificate of 
527 Elihu Harris in "'Dr. Steigman to Leave Castle .June 26; Will Retire After 22 Y ears A s 
Principa l," Overtone, Vo l. 43 , No . 4 , June 1959. Courtesy of the A&F Association , M anhattan, 
NY. 
-;~x HSMA Class of 1959, Dedicati on of Yearbook, Recolte , to Benjamin Steigman, 
courtesy of A& F Associ ation. Manh<llt an. NY . 
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appreciation. When Steigman died in 1974, his wife retumed these items to Kosakoff for 
safe-keeping. The cufflinks appear in Figure 9. 
Figure 9. Benjamin Steigman 's Gold c~!fflinks. 529 
(Used with pennission of Gabriel K.osakoff) 
A year later the graduating class of 1960 showed their appreciation to Steigman 
for the three years he had served as their principal recounting how welcoming he had 
been when they first arrived at the Castle. Although he was not present to see them 
graduate they acknowledged his good wishes and thanked him for them: 
As Seniors of 1960, we shall never forget out first principal, who was, until his 
retirement last year, the guiding force of Music and A1i from its conception . We 
shall remember him, however, in a far more personal sense. It was Dr. Steigman 
who stood on the threshold of the Castle to welcome us only four shoti years ago. 
Although no longer in that capacity will he witness our depmiure, we kno w that 
as we end our stay here, we leave with his wannest wishes. We thank him for 
these, and for the reali zation of ELan in those who have left and are leaving.530 
52
') The cufflinks were photographed by B eth Spergel at the request of her grandfa ther. 
Gabri el K osa koff. 
5111 Cl ass of 1960 in . Yearbook. Elon. June 1960. A&F Associati on. Manhattan. N Y. 
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When Steigman died in 197 4, 531 the HSMA arranged a memorial concert in his 
honor on Friday, December 13, 1974 at 7:30p.m. An Art Exhibition was also displayed 
in the school's foyer and main floor cmTidor. 
Louis K. Wechsler, PrincipaL: 19 5 9-1968 
Figure 10. Louis K. Wechsler 
(Used with pennission of A&F Association) 
In September 1959, the BOE appointed a new principal , Louis K. Wechsler,532 for 
the HSMA. Wechsler seemed quiet and had the challenging task of following in 
Steigman's footsteps. His first year was difficult because he was not as charismatic as 
Steigman. Life at the school eventually settled down, and in Wechsler·s first yearbook 
531 The New York Tim es printed an obituary for Steigman on Monda y. July 22. I 974. He 
was survived by his wife and three sisters . 
"-'
2 I found no biographical detail s pertaining to Wechs ler. 
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greeting to the Class of 1960, he commented on how fortunate he felt to be principal of 
the school and he looked forward to many more years in that role : 
This had been a memorable year for you and me--your last at Music and Art and 
my first. Let me confess at the onset that I am glad it is not the other way around. 
M&A is the kind of place where it is pleasant to be a freshman and have all those 
years ahead like starting a good book. One is grateful because he can look 
forward rather than backward. 533 
Wechsler's tenure as principal was interrupted on three separate occasions due to 
ill-health. The first occunence took place in the spring of 1963, and Sidney N. Barnett 
took over the school's day-to-day operations as acting principal. Barnett also presided 
over the 1963 graduation ceremonies. Wechsler returned to work in the fall of 1963 . A 
similar occunence took place from September 1966 to January 1967, and from May 1968 
to June 1968. Munay Stoopack, chainnan of the history department, was appointed 
acting p1incipal by the BOE on both occasions. In June 1968, Wechsler officially retired 
due to ill-health. Hardly any alumni recalled Stoopak as acting principal, with the 
exception of Eugene Drucker,534 who vaguely remembered him as principal. 535 
Wechsler was principal of the HSMA during one of the most turbulent decades in 
American history, and students at the HSMA became politically and socially involved in 
civil rights rallies and anti-war demonstrations. Additionally, students tended to rebel 
against the status quo, which was a new experience for Drucker having grown up in 
Washington Heights in upper Manhattan: 
53
·
1 Greeting by Louis K. Wechs ler to HSMA Class of 1960, Yea rbook, Elan , .June 1960. 
A&F Association, Manhattan, NY. 
51
.J Eugene Drucker is a founding member of the Emerson String Quartet. 
m Drucker mentioned Stoopak·s name in pass ing in an e-mail COITespondence with Peris 
Alban on April 27. 20 11 . 
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In addition to its political and cultural fennent in the late 60s, M&A had an aura 
of countercultural sophistication (perhaps more of this was coming from the Art 
majors, or from Music majors who had other interests, like a playwright friend of 
mine), which was mind-expanding for someone like me, who had grown up in the 
traditional and relatively provincial atmosphere of Washington Heights. 536 
This political and social unrest, civil rights rallies, and anti-war demonstrations are 
chronicled in Chapter 5. 
Proposalfor a Performing Arts High School in Lincoln Square 
For the better part of 1960 the BOE, Supe1intendent of Schools, the Slum 
Clearance Committee, and the Lincoln Square project personnel had been working 
diligently on a proposal to establish a perfom1ing mis high school in Lincoln Square. In 
June 1960, a BOE member wrote to Marie LaGuardia informing her of the proposed 
Lincoln Square High School construction,537 which would incorporate the HSMA and the 
SPA. The author stressed however, that the BOE, City Planning Commission, the Board 
of Estimates, and the City Council had yet to approve the proposal. 
Finally, on Februm·y 23, 1961, the BOE sent an announcement for immediate 
release to Mark Price, Head of the News Bureau, announcing the establishment of a 
perfom1ing arts high school at Lincoln Square. The school , identified as the Lincoln 
Square High School , would accommodate the HSMA and the SPA. The BOE decided 
dwing discussions to keep the HSMA intact. The new school, estimated at a cost of $7.0 
million dollars would be built on the current site of the High School of Commerce on 
:> .
16 Eugene Drucker, e-mail correspondence with Peris Alban, April 27, 2011 . 
m By \ 960 , the Lincoln Square High Schoo l title identified the proposed merger of the 
l-ISMA ancl th e SPA . 
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West 65th Street between Broadway and Amsterdam Avenue. The current school would 
be absorbed into a new West Side High School. The BOE announced that the move 
would facilitate a relationship with the projected Lincoln Square Atis Center and would 
enable both schools to expand their current programs. In the same news release Silver,538 
stated that the Lincoln Square authorities were very supportive of the project, which was 
hoped to be "the finest center of atis education in the world."539 
A day before the news release was issued John J. Theobald540 submitted two 
resolutions to the BOE for adoption. The first resolution approved the hiring of the 
architect firm Belluschi, Catalano and Westennan 54 1 to prepare all plans and 
specifications for the Lincoln Square High School construction project. The second 
resolution was to direct the Board of Estimates to "approptiate the necessary funds for 
this work."542 The New York Times announced that construction on the school building 
would begin sometime in 1962.543 
S · 544 d I . . d S ·1 545 . h . f h tetgman expresse 11s gratltu e to 1 ver concemmg t e preservatiOn o t e 
538 Charles Silver, President of the BOE. 
519 Charles Silver in News Release, "Office of Education Informat ion Services and Public 
Relations," Board of Educat ion, City of New York. February 23 , 1961. Municipal Archives, 
Manhattan, NY. 
540 John .J. Theobald, Superintendent of Schools. 
54 1 The arch itect firm in question was in the final phase of completing the blueprints for 
The Juilliard School of Music, which was to be built next door to the new high school on West 
65 111 Street between Broadway and Amsterdam A venue. 
542 Memorandum by .J ohn J. Theobald to the Board of Education 22 February, 196 1, 
"Proposal and Resolution, Private Architect's Contract , Lincoln Square High School , Manhattan. 
Municipal Archives, Manhattan, NY. 
54
-' ·'Art High Schoo ls Will Merge on Site at Lincoln Square," New York Times. February 
24, 196 1. 
544 Although ret ired Steigman was still invol ved wi th the affairs of the HSMA. 
5~ 5 Charles Si lver. President of the BOE. 
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HSMA' s music and art departments as it prepared to merge with the SPA. 546 Steigman 
also told Silver that he hoped the merged school would be one ofhis [Silver's] great 
accomplishments as had establishing the HSMA been for LaGuardia: 
Not only have you preserved the school, but you are giving it vastly greater 
opportunities for serving the cause of music and art in our city. I hope the 
combined school will develop to become one of your many great achievements as 
President of the Board of Education. 547 
A few days later, Silver sent a reply to Steigman expressing his pleasure regarding the 
school's progress and hoped the merger would "be of even greater value, not only to 
students, but through them, to the people of the city."548 
Official Merger of the HSMA and SPA 
On June 22, 1961, the BOE officially approved the Superintendent of Schools ' 
resolution to transfer the SPA's affiliation from the Metropolitan Vocational High School 
to the High School of Music and Art, effective September 1, 1961. The BOE hoped that 
merging the two schools on paper would aid in their smooth transition to Lincoln Center. 
Wechsler had the honor of becoming the merged institutions ' first principal in September 
1961. He maintained his office at the HSMA and delegated responsibilities to the SPA ' s 
teacher-in-charge, Edward T. Koehler. 
546 When the BOE had originally discussed establi shing a performing arts high school in 
Lincoln Center, it had thought of separating the HSMA 's music and art departments bring ing to 
an end the city' s first specialized arts high school. 
54 7 Benjamin Steigman to Charles Silver, President of the Board of Education, 24 
February, 1961. Municipal Archives, Manhattan, NY. 
5 4 ~ Charles Silver to Benjamin Steigman, I March, 1961. Municipal Archi ves, Manhattan , 
NY. 
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SUMMARY 
The HSMA has a ri ch history that began in an over-crowded school building on 
Manhattan ' s upper west side in February 1936. Fonned largely as an experimental school 
by the BOE, the school won notoriety and became a model for future performing atis 
high schools both nationall y and internationally. New York City' s Mayor Hylan 
envisioned such a school in 1924, and Berlozheimer, hi s City Chamberlain, wrote a 
detailed repoti on the atis high school' s establi shment. Unfortunately, their initial plans 
never came to fruition. 
When LaGuardia became mayor ofNew York City in January 1934, the city was 
plagued with corruption, unemployment, homelessness, slums, and an overwhelming 
feeling of despair. Filled with energy and an unrelenting desire to transfonn his beloved 
city, LaGuardia set to work , and among his countless accomplishments were the 
establishment of the HSMA in February 1936 and the opening of the City Center for 
Music and Drama in 1943. 
Mayor LaGuardia , with the ass istance from members of the Municipal Ati 
Committee, established in 1935, was successful in persuading the BOE to open a high 
school dedicated to the arts. He reasoned that since the board already had established 
specialized academic high schools, it was time to provide the same excellent education 
for talented students in the arts. On February 3, 1936, the HSMA opened, sharing space 
with elementary-aged children and girl s from the annex ofWadleigh High School at 
West 135 111 Street and Convent Avenue. In addition to being overcrowded and ill-suited 
for the needs of music and a 1i students, the building was not centrall y located tor students 
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from the city' s five boroughs. Despite these limitations both students and faculty formed 
an unprecedented attachment to each other and the school's facility, which became 
known as the Castle on the Hill. On November 10, 1937, the board appointed Benjamin 
Steigman as p1incipal who remained at the school until his retirement in 1959. 
Initially, junior high school principals recommended students for admission to the 
high school. Beginning in early 193 7, students began auditioning for the music 
department and completed a music aptitude test. The school held auditions twice a year, 
once in the fall and the other in the spring. 
Alexander Richter was founding chair of the music department, and he developed 
a tentative music curriculum that the school used during its first two years. Moore was 
the vocal chairperson, and both she and Richter co-authored the Syllabus o{the 
Department of Music sometime in 1938. The school stressed a dual mission of providing 
a strong college preparatory academic education in conjunction with conservatory 
training in music. One guideline that supported this dual mission was the mandatory 
attendance of academic and studio classes by students at the school. 
Guest artists visited the school to share their experiences with students, and 
professional conductors rehearsed with the school's advanced ensembles. One of 
LaGuardia ' s desires for the school once established was to provide its students with 
opp011unities to experience professional musicians at work. The HSMA achieved 
recognition within the professional music field and several composers dedicated 
compositions to the school's senior orchestra at Richter's request. They included 
Copland's An Outdoor 01'erturc and Schuman's Prologue. Richter·s desire to ha ve 
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contemporary American composers compose original compositions for the school ' s 
senior orchestra was three-fold: (1) it afforded students the opportunity to become 
acquainted with living composers; (2) it gave young composers the opportunity to have 
their compositions perfonned, and (3) it established the school and its students as having 
excellent performing standards. 
The HSMA began perfonning concetis for the public in June 1936, and soon 
thereafter held two semi-annual concerts, one in December and the other in May. The 
senior orchestra, senior vocal chorus, and the school chorus performed these concerts. 
These concetis often included original student compositions, compositions by American 
composers, contemporary works, and concetio perfonnances with select students as 
soloists. The school also had five graded orchestras, two bands, and vocal ensembles. 
Admission to these ensembles was based on an audition, and each group performed for 
their classmates during school hours. Students had other opportunities to perfonn with 
amateur organizations and other venues outside the school such as The Juilliard School 
and the 92 11 d StreetY. 
Graduation ceremonies were a highlight ofthe school 's activities and until 1953 , 
the school held two graduations, one in January and the other in June. After 1953 , the 
school celebrated only June graduations. The ceremonies took place in the school ' s 
auditorium and renowned guest speakers included LaGuardia, Newbold Morris, and 
Eleanor Roosevelt . After LaGuardia ' s death in 1947, his wife Marie became very 
involved with the school and began awarding students their diplomas at graduation. 
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Following the completion of the school modernization in 1954, students, faculty, 
and administrators believed they would stay in the Castle indefinitely. The school 
building was a part of the City College ofNew York, and in the mid-1950s the college 
experienced growth in student enrollment. This growth caused Buell G. Gallagher, 
President, to propose that the HSMA relocate to Lincoln Square and be included in the 
plans for a new perfonning arts center. Members of the BOE were not inclined to accept 
Gallagher' s proposal on grounds that they had recently spent $750,000 to modernize the 
HSMA 's school building. Discussions regarding relocation remained donnant until 
February 1957, when a New York Times journalist re-ignited Gallagher' s proposal in an 
article suggesting that the HSMA and the SPA merge. 
Amid rumors and speculation concerning a possible relocation and merger with 
the SPA, it was business as usual at the Castle. The semi-annual conce1is continued to be 
successful while the lower orchestras, bands, and choral groups perfom1ed for their peers 
during the school day. The school celebrated its twentieth year in June 1956 with a 
special perfonnance ofMozmi's La Finta Giardiniera. The conce1i program included a 
brief history of the school's establishment and its founding father, Mayor Fiorello H. 
LaGuardia. The regular semi-annual concerts included perfonnances of classical music, 
contemporary compositions by American composers, and student compositions. Student 
soloists perfonned select movements t!·om concertos, and on occasion WQXR, New 
York City' s classical radio station, broadcasted the semi-annual concerts. 
During the fifties the music depmiment welcomed new faculty members. Mandel 
became chainnan ofthe vocal department in 1953 , and Ext and KosakotTbecame music 
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teachers in 1956. Ext taught voice, sight-singing and music history classes, and Kosakoff 
taught brass, established a wind and percussion ensembles, and conducted the band. 
Faculty members, Lawner and Landecker, coauthored two theory textbooks in 1956, 
which remained staples for the theory department for years. 
When Gallagher's proposal to relocate the HSMA failed in 1955, the next attempt 
at re-locating the school merging it with the SPA came from Schuman on December 11 , 
1958 during a key-note speech at LaGuardia 's birthday commemoration ceremony at the 
school. His proposal shocked the assembled students and faculty but the BOE decided to 
heed his suggestion in 1960. Schuman was president ofThe Juilliard School of Music, 
and was awaiting the completion of their new school facility at Lincoln Square in 
Manhattan. Schuman believed that it would be in the HSMA and the SPA' s best interests 
to relocate and be included in the newly developing perfmming arts center. 
Steigman retired as principal of the HSMA in June 1959, and the BOE appointed 
Wechsler as the school's next principal. On June 22, 1961, the BOE officia11y approved a 
resolution to transfer the SPA's affiliation from the Metropolitan Vocational High School 
to the High School of Music and A1i, effective September 1, 1961. Wechsler became the 
merged schools ' p1incipal. Plagued with i11-hea lth, he was forced to retire in June 1968. 
The BOE hoped that construction on the new school building in Lincoln Center 
would begin in 1962 . Chapter 5 documents the failure of the projected construction, and 
the two schools remained in separate buildings until 1984. 
CHAPTER FOUR 
SCHOOL OF PERFORMING ARTS 
1948-1961 
As long as men have wanted beauti.fitlly or skillfully made objects, there have been 
crC!ftsmen. And as long as there have been craftsmen, there has been some kind of 
vocational education. 549 
At the turn of the twentieth century the tenn "vocational education" was 
somewhat of an unfamiliar concept in America's educational institutions even though 
secondary level institutions provided some trade instruction such as machine work, 
mechanics , farming, and crafts such as needle trades and carpentry. What lacked in 
conjunction with vocational training in public schools was a rigorous academic 
curriculum, enabling students to continue with their studies in college if they desired. 
Prior to the industrial revolution workers leamed their trades through apprenticeships, 
and during the 1880s, the nation' s elementary schools introduced manual training to 
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prepare youngsters for factory employment. Additionally, between 1899 and 1909, Annie 
Dewey, Maria Daniell, and Ellen Swallow developed a course of study in home 
economics for high schools in Lake Placid, New York. 
The Monill Acts of 1862 and 1890 contributed to the establishment of vocational 
training in state colleges because of a federal legislative mandate. This mandate 
stipulated that colleges built on federally donated land had to provide agriculture and 
mechanical arts instruction to its students with state proceeds. These acts were the 
precursors to the Vocational Act of 1917, also known as the Smith-Hughes Vocational 
5 ~9 Franklin J. Keller, Th e D ouhle-Purp ose High Schoo l, (New York. NY: Harper & 
Brothers Publi shers. 1953 ). 28. 
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Education Act of 1917 (P.L. 65-347). 550 The Smith-Hughes Act incorporated the 50-25-
25 Rule, requiring students to spend 50% of their time in shop work, 25% of their time in 
classes leaming about their vocation, and 25% of their time taking academic courses. The 
legislation required states to establish a board to oversee and administer vocational 
programs in secondary schools. Some states continued to use their existing boards of 
education while other states established separate boards to specifically administer these 
vocational programs. 
New York City ' s educational system relied on two boards. The Board of 
Education (BOE) oversaw the comprehensive and specialized academic public schools as 
well as the day-to-day operations of its educational system. The Advisory Board on 
Vocational Education (AB) on the other hand, oversaw the city's vocational schools. 
The city's AB was organized in 1928 "to establish a realistic vocational education 
program that would meet the needs of industries employing skilled workers and 
technicians as well as the needs of the children in the vocational schools."551 Advisory 
board members included "leaders in the fields ofbusiness, labor and civic activity,"552 
such as architects, public education advocates, construction workers, and united 
electrical , radio and machine workers. Furthennore, the AB, consisting of commissions 
and sub-committees had representatives who specialized in an industrial or commercial 
field. As of 1947, New York City' s AB had fifty-five commissions and sub-committees 
550 The Smith-Hughes Vocational Act of 1917 was officially repealed by the Carl D. 
Perkins Act of 1997. Thi s Act incorporated the Applied Teclmology Act of 1984. The Perkins 
Act supports the integration of an academic and vocational content education. 
55 1 
' 'Set-Up and Functions of the Advisory Board on Vocational Education, ' · Municipal 
Archives. Manhattan, NY , 1947. 
55
:> lbid. 
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including a Perfonning Arts Educational Commission. In 1939, Olin Downes553 was 
instrumental in establishing an advisory commission on vocational music, and by 1945 
this commission extended its outreach to include radio, theater, and dance disciplines . 
The AB needed the BOE ' s final approval before any vocational education resolutions 
could be instituted in the city' s vocational high schools. 
During the first half of the twentieth century a dichotomy continued to exist 
between academic and vocational high schools that parents, teachers, principals , and 
guidance counselors perpetuated. Adults counseled some children, ' 'You don ' t want to go 
to a vocational school. You have a high I.Q. You can go to college. Vocational schools 
are only for the dumb ones who can work only with their hands. " 554 Franklin J. Keller, 
the School ofPerfonning Arts' founding principal, further explained this gradation 
phenomenon. Adults advised the brightest students to attend high schools that prepared 
them for college; the average student was sent to less challenging academic high schools, 
while the lowest academically-functioning students were sent to vocational schools. 
As principal , Keller observed that poor families with parents who worked menial jobs did 
not want their children following in their footsteps. Instead, they pushed their children 
toward an academic education over a vocational one, regardless oftheir children ' s 
interests and desires . 
In spite of this established dichotomy between academic and vocational schools, 
communities around the nation began organizing high schools that combined academic 
553 Olin Downes was Music Crit ic of the Nelt ' Yo rk Times . 
554 Paul Monroe as quoted in Franklin .1 . K ell er, The Double-Pwpose High School , (New 
York Ci ty, NY : Harper & Brothers Publi shers. 1953), 24 . 
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and vocational training in the early 1900s. In New York City, these double-purpose555 
high schools were a result of a modified Smith-Hughes Act, whereby students spent half 
their school day in practical shop work and the other half studying related and general 
subjects. East Side Continuation School in New York City was one such double-purpose 
school. Opened on February 3, 1917, the high school was located at Hester and Chrystie 
Streets in lower Manhattan. The building was decrepit and the equipment old-fashioned 
but the education afforded to its students aligned with the modified Smith-Hughes Act. 
The school was a success because it provided students opportunities to learn trades in 
preparation for later careers. Additionally, school personnel provided students with health 
and welfare training, assisted students with job placements, visited students in field 
placements and in their homes, and provided students with additional support not 
commonly found in vocational schools at the time. 
In 1930, the East Side Continuation School was re-named Metropolitan 
Vocational High School , Franklin J. Keller became its ptincipal, 556 and in 1948, Keller 
successfully established the Perfonning Arts Division of Metropolitan Vocational , which 
became known as the School of Perfonning Atis (SPA). Ultimately, in 1961 the SPA 
merged with the High School of Music and Ati (HSMA) creating a specialized academic 
high school dedicated to the arts in New York City. The merged schools became known 
as the "Fiorello H. LaGuardia High School of Music and Art and Perfom1ing Arts" in the 
early 1990s. 
555 D oubl e-purpose schoo ls offered student s both academic and voca ti ona l training . 
55
r' Ma1j orie Dycke be li eves that Ke ll er was affili ated with East Side Continuati on Schoo l 
in som e capac ity but there is no ev id ence to support thi s c laim. K eller did become princ ipa l of 
M etropolita n Vocati ona l in 193 0. ancl co ntinu ed in thi s capac ity until hi s retire me nt in .June 1957. 
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There were differences between the SPA' s vocational training and the HSMA ' s college 
preparatory training, which treated music and art courses as avocational subjects. The 
emphasis at the SPA was "on the vocational (professional), not on the academic. 
Academics were impm1ant but subsidiary. Music and Art on the other hand, did it in 
reverse."
557 Kirsten accepted to the music program at both schools decided to attend the 
SPA, "because it was more performance oriented. "558 Reisch, affiliated with all three 
schools,559 explained that the HSMA focused on college preparation and not on training 
students to work in the professional music field . Leonard agreed with Reisch . "The 
HSMA ' s philosophy was more academically oriented and students went to colleges or 
conservatories. The SPA focused on the professional side, hands-on training, and 
d . d ,560 aca em1cs secon ary. 
Differences existed in how each school scheduled courses for students, and in 
keeping with vocational education mandates, SPA students studied music56 1 for a block 
period of time--four periods--either in the moming or in the aftemoon, and spent the 
reminder of the school day--four petiods--studying academics. At the HSMA, music and 
academics were interspersed throughout the 9-period school day. 562 Additionally, SPA 
averaged only 600 students per academic year in comparison with over 2,000 students at 
the HSMA. The low enrollment at the SPA ultimately influenced the BOE·s decision to 
557 Marj orie D. Dycke Ferri gno to Barbara Engel M arch 17, 2011. Dycke was Chaimnn 
ofthe Drama Department at SPA from its establishment in 1948 until her retirement in 1969. 
558 Shirl ey Kirsten , Class of 1964, phone interview with Peris Alban, February 10, 2010 . 
559 High Schoo l of Music and Art ; School of Perfom1ing Arts, and LaGuardi a Arts High 
Schoo l. 
5611 Stephen Leonard interv iew with Peri s Alban, December 11 , 2009. Manhattan, NY. 
Leonard is a guitari st and graduated in 1962. 
5(' 1 Drama and clance students fo llowed the same requirements. 
56
' O ne pe ri od was des ignated a mandated lunch peri od. 
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merge the school with the HSMA, because the board claimed that SPA was too small to 
be independently organized. Although the merger took effect on paper in 1961, both 
schools continued to operate as independent organizations until they relocated to Lincoln 
Center in 1984. The difference in both schools ' missions and philosophical objectives 
became more apparent to both staff and students after the relocation occurred. 
GENESIS OF THE SCHOOL OF PERFORMING ARTS 
The SPA was a natural outgrowth of Metropolitan Vocational High School. The 
school ' s principal , Franklin J. Keller, believed that students should be educated according 
to their demonstrated interests and potential. Therefore, when Keller discovered a group 
ofboys playing jazz in the school's boiler room he decided to establish a music 
curriculum at Metropolitan Vocational. Ultimately, the success of the music curriculum 
spurred Keller to establish a perfonning mis high school annex with focused music, 
dance, drama, and radio instruction. Assisted by the AB, Keller submitted his proposal to 
the BOE, who agreed to open the school on an experimental basis as a division of 
Metropolitan Vocational in September 1948. 
Metropolitan Vocational High School 
In 1930, the East Side Continuation School moved to a more adequate school 
building at 78 Catherine Street in lower Manhattan with a new name--Metropolitan 
Vocational High School. The building on Catherine Street proved too small for the 
215 
quickly growing student body,563 and in early 1938 the school acquired an additional 
building on Monroe Street. By September 1938, the school added a second building, 
again on Monroe Street to its campus, while the Catherine Street building served as the 
school ' s main building. In 1939, the school added yet another building situated between 
Oliver, Oak and James Streets, and in 1940, Metropolitan Vocational expanded its gym 
facilities in a building on the comer of Cherry and Oliver Streets. The school utilized the 
Rutgers Pool at Rutgers Place because Keller believed that every student should learn to 
swim since Manhattan was an island. 
The school added music to its cuniculum in 1937. Kirby Jolly,564 a music student 
at Metropolitan Vocational, remembered taking his academic classes in the Monroe 
Street building, gym at the Chen·y Street location, and music classes at the Oliver-Oak-
James Street building. Anthony Deangelis, who initially studied music at Metropolitan 
Vocational and subsequently transferred to the SPA once established, remembered 
Metropolitan Vocational as "a dark, scary school. Kids were tough there, and I was a 
little afraid."565 However, " It all changed when I went to the School of Perfonning Arts . I 
had a happy feeling of being at the school, and I was able to leam. Every day was a 
-
0 
,566 J y. 
56
·' There is no documentation that li sts the number of students at M etropo l it an Vocati o nal 
during this time, but by the early 1950s, the school had 2,000 full-time vocational student s and 
1,000 part-time continuation-schoo l students . Infom1ation provided from Franklin .J. Kell er, Th e 
Double-Purpose School: Closing the Gap Between Vocational and Academic Prepamtion , (New 
York C ity, NY: H arper and Brothers Publi shers, 1953), 87-88. 
564 Kirby Jolly interview with Peris Alban, December 18, 2009 . Jeri cho, NY . .J o lly 
graduated in January 1948 and regrets never having the opportunity to attend the Schoo l o r 
Performing Arts . 
565 Anthony Deangeli s phone intervi ew with Peri s Alban, Sept ember I 0, 20 I 0. 
)(lh lbid . 
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In addition to Metropolitan Vocational's primary school buildings, which were 
located in lower Manhattan, the school established as an annex, a maritime school in 
1937, located at Pier 32 on East 24111 Street and the East River in Manhattan. The 
ferryboat, the Brooklyn, was designated as a shipbuilding center. The school returned the 
Brooklyn to city authorities at the end of World War II and "arrangements for the 
acquisition of one of the many surplus war emergency ships stmied."567 In December 
1946, the US Maritime Commission gave the school the S.S. John W. Brown since the 
commission no longer needed it. Following renovations to make the ship school-ready, it 
opened for students in September 1947. Keller oversaw these facilities as well. 
Metropolitan Vocational offered students courses in commercial photography, 
barbering, hairdressing, beauty culture, and an exploratory course in printing. The 
Maritime school offered deck, engine, radio, steward, boatbuilding, and electrical 
training. With the exception of the courses in maritime and barbering, all courses were 
open to both boys and girls . The school did not offer courses in auto mechanics, electrical 
wiring, woodworking, and dressmaking, as these were readily available in other 
vocational schools around the city. 
567 
"A Brief Hi story of Our Schoo l:· SPA Yearbook, Class of 1984 . Courtesy of A& F 
Association, Manhattan. NY . 
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Franklin J. Keller (1887-1975/68 
. . 5~ Ftgure 11 . Franklzn J. Keller 
(Com1esy of the Alumni and Friends Association) 
Franklin J. Keller became principal of Metropolitan Vocational in 1930, and 
remained its leader through its metamorphosis fi·om a strictly vocational school to a 
double-purpose school , which emphasized academic and vocational training. He 
ultimately established a music program at Metropolitan Vocational in 1937. The BOE 
fonnally accepted the music program in 1939, which became the impetus for the 
establi shment of Metropolitan ' s performing at1s division eleven years later. 
B . N Y k c· 570 "' d l fi P .c: . A ' '57 1 om 111 ew or tty, JUSt aroun t 1e comer rom er1onnmg t1s, ' 
Keller, an aspiring singer, also played a littl e piano and organ. Although not talented 
5 6~ There is no information as to the actual day and month that Keller was bom and died. 
569 Picture taken from "Metropolis," Class of 1950, Yearbook. The Yearbook is stored at 
the A&F Assoc iation Office, Manhattan, NY. 
5711 Kell er's father was bom and raised in Germany. There is no info rmation o n record 
conceming K ell er' s mother. 
57 1 Franklin J. K ell er, "The High Schoo l of Performing Arts: Past and Future,·· Dance 
Magaz ine. Ma y. 1957. The New York Publi c Library fo r the Perfo rming Art s. Manhattan. NY. 
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enough to make a livelihood as a singer, Keller appreciated music and the arts , and 
recognized the value of an mis education. 
Keller was a pioneer in vocational education, believing that "everyone [was] bom 
into the world with some kind of talent. " 572 The educator's job was to find that talent and 
develop it so that the " individual would use his ability for his own benefit, as well as 
contribute to the good of the world . " 573 He was a man with a vision who persuaded a 
reluctant BOE to support a school such as the SPA. Keller believed that preparing 
students academically and vocationally ultimately resulted in educating the whole child. 
Keller argued in favor of a double-purpose education after years of experience at 
Metropolitan Vocational and the SPA, and he documented the successes of these schools 
among others574 in a book titled, The Double-Purpose High School, 575 in 1953 . In that 
book, Keller de-bunked the notion that vocational education was reserved for 
unintelligent students by li sting the median l.Q. score for admitted students to the SPA in 
September 1949. Students ' I.Q. scores were " 119.5, with a 50 percent range above that 
figure , up to 160,"576 but Keller quickly conceded that admission to the SPA was "purely 
572 Ellen Lerner, "A Decade of SP AA History," www.highschoolofperfom1inga11s.com 
accessed September, 2, 20 11 . SPAA is the acronym for School of Perfonning Arts Alumni . 
573 Ibid. 
574 Mont Pleasant High School , Schenectady, New York; Voca ti onal-Technica l Iligh 
School, Bayonne, New Jersey; Cass Technical High School, Detroit , Michigan; Boys' Trade and 
Technica l High School , Milwaukee, Wisconsin; San Antonio Vocational and Teclmical High 
School, San Antonio, Texas; Paul Hayne Vocational High School , Bim1ingham, Alabama; 
Gerstmeyer Technical High School , Te1Te Haute, Indiana; Den·y Township Vocational High 
School, Hershey, Pennsylvania; Joliet Township High School and Junior Coll ege, Joliet , Illinois; 
Hadley Technical High School, St. Louis , Mi ssouri , and Williamsport Senior Hi gh School , 
Williamsport, Pe1msylvania, in Ibid , pp. 87-126. 
575 Franklin J. Kell er, The Double-Purpose High School, (Harper and Brothers, New 
York; NY, 1953). 
576 Ibid ., 91. 
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on the basis oftalent"577 and that the school ignored students ' scholastic records. 
Origin of Metropolitan Vocational High School 's Music Program 
Music was not pat1 of the original program at Metropolitan Vocational. That soon 
changed thanks to Julius Grossman 's tenacity and Keller's vigilant eye over his students 
at Metropolitan Vocational. The story ofthe music program's establishment is a 
serendipitous one, which several alumni preserved.578 The story began in 1937 when 
Julius Grossman received his substitute teacher license to teach music. He usually taught 
three days a week at Evander Childs High School in the Bronx, in addition to other 
schools. Not one for sitting and simply waiting for a pennanent position to fall into his 
lap, Grossman took initiative and scheduled an appointment to speak with George H. 
Gartlan, BOE ' s Director of Music. As Grossman waited in Gartlan's office reception 
area, a tall , blond haired man walked out of the office. At the time, Grossman was 
unaware that this man was Franklin Keller and that Keller was seeking a music teacher. 
After Gartlan ushered Grossman in, Grossman explained that he was seeking a pennanent 
position teaching orchestral music in a city school. "Well that ' s funny, there ' s a man here 
just before you came," replied Gartlan, "his name is Dr. Franklin J. Kell er. He is looking 
for an inst111mental teacher. So go down and see him, and see what you can do. ''579 
Gm1lan explained that Franklin Keller was the principal from Metropolitan Vocational 
577 Franklin J . Keller, The Double-Purpose High School, (Harper and Brothers, New 
York; NY , 1953), 91. 
578 Barry Plaxen, SPA 1955, Music; Constance Slater, SPA 1949, Drama: Roanne 
Patterson, SPA 1966, Drama, and Sandra Bromberg, SPA 1955 , Dance. 
579 Julius Grossman interview by Barry Plaxen. Manhattan, NY, 1995 . Used wi th 
Plaxen ' s permiss ion. 
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High School. During Grossman ' s recollections with Barry Plaxen, Grossman explained, 
"In those days vocational schools were looked down upon and certainly no one 
anticipated that anybody would be concerned about music."580 
Keller ' s visit to Gartlan's office was precipitated by an incident at Metropolitan 
Vocational. As mentioned earlier, Keller caught several boys58 1 cutting class to play jazz 
in the boiler room. Keller asked the boys if they were interested in formal music classes. 
He thought that the boys should have some direction in music since they demonstrated 
high interest by cutting class to play together. Therefore, when Grossman arrived at 
Metropolitan Vocational and explained his situation, Keller told him, "See what you can 
do,"582 and offered Grossman a teaching position. 
Since there had been no music program at Metropolitan Vocational , there were no 
musical instmments at the school. Grossman ' s first task then was to secure instmments. 
Meanwhile, Grossman went to various classes in the school , advetiised the music 
program, and invited interested students who had instruments at home to bring them to 
school and meet him in the school ' s auditorium. 
Initially, Grossman did not have a set music cuniculum or schedule. Teachers 
allowed interested students to meet with Grossman in the auditorium a few times a week. 
Grossman recalled that many of the instruments were unplayable, but that some of the 
students were musically talented. Eventually, Grossman had a few string players : 
580 Julius Grossman interview by B arry Pla xen. Manhattan, NY, 1995 . Used with 
Plaxen 's pe rmission. 
58 1 The number of boys vari ed fro m alumna to alumna , but never exceeded seven. 
582 Julius Gross man interview by Barry Pl axen. Manhatt an, NY , 1995. Used with 
pem1i ss ion of Mr. Pl axen. 
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My job was to go through the various shops and classes to announce that I'm the 
new music teacher, and that I would like to invite any of you who have 
instruments to bring the instruments [to school] and I will teach them to you. We 
didn ' t have a music class. The teachers were encouraged to let the kids come out 
two or three times a week for that one period, especially in the shops where they 
had four periods, and I had the auditorium. Of course some of the instruments that 
b h 0 0 'bl 583 were roug t m were 1mposs1 e. 
Grossman and Keller found instruments that were left over from World War I in 
the basement of a Western Union Building. 584 These included tubas, alto horns, trumpets, 
and a variety of other instruments. Grossman and Keller brought the instmments back to 
Metropolitan Vocational: 
So Franklin, [Keller] came with me and we went to this place [Western Union 
Building] on Hudson Street. I think it' s a telephone building now, and we went 
into the basement. They had loads of instruments from .World War I. So we 
found, you know, tubas, and we found French, no not French horns, they didn ' t 
have those in bands in those times, they had alto horns and a couple oftmmpets 
and various things. So we loaded them up and took them to the school. 585 
As Grossman acquired more students, the academic teachers began letting students out of 
their classes for one period a day to play in the orchestra. 
Keller understood the importance of the orchestral class, and within the year he 
decided to establish a formal music program with Grossman's assistance. Keller asked 
Grossman what was needed for this endeavor in terms of instruments so he could make 
requests to the BOE. The board provided the necessary instruments and little by little 
Grossman had a small orchestra: 
58
·' Julius Grossman interv iew by Mr. Barry Plaxen. Manhattan, NY, 1995 . Used with 
permission ofMr. Pl axen. 
sx4 Grossman ' s wife Ruth Grossman confirmed this information dllling an interview with 
Peris Alban, July 7, 2010 . Fresh Meadows, Queens, NY. 
SX' Julius Grossman interview by Barry Pla xen. Manhattan , NY, 1995 . Used with 
Pla xen· s permi ss ion. 
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And then I had more kids you see, because we had the instruments. We also had a 
few people who contributed violins, nobody had a cello. I don ' t think the kids 
knew what a cello was. This was down at Oak Street, you know, and I started the 
teaching . . .. And it began to grow in a sense that the staff, the academic staff 
became enthusiastic about what they saw. They were more willing to let the kids 
out more often and the same thing with what we call the shop teachers. It began to 
grow. And then Keller told me, he says, "Look, let's build up this music, what 
would you need ifl got you, if we got the Board of Education to give us, to buy 
instruments for us?" Well , he got that through. We got more instruments, the 
cellos, the whole works. French horns and we found the individual kids who came 
up that played the flute. One or two, Brewsky, who was a marvelous accordion 
player, played the oboe too, and little by little we had a little orchestra.586 
Although the boys whom Keller found in the boiler room perfonned jazz, 
Grossman established a classical music depmiment at Metropolitan Vocational. There 
were several reasons for this. First, when Grossman invited students to bring their 
instruments to school the majority of students already possessed strings and woodwind 
instruments. Other personnel donated string instruments to Grossman as well. Secondly, 
when Grossman and Keller discovered discarded instruments in the old Western Union 
Building following WWI, they found mostly orchestral instruments. However, the main 
reason the music department emphasized European classical music was that Grossman, 
himself a classically trained violinist, was familiar with this style of music, and he 
loathed jazz.· Jazz studies were not incorporated into the school's music cuniculum until 
the early 1980s. 
Music Faculty 
After the BOE provided the school with the additional instruments, Keller 
586 Julius Grossman int erview by Barry Pl axen. Manhattan, NY , 1995. Used with 
Plaxen' s permiss ion. 
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inquired of Grossman what else was required to run a music program. Grossman 
informed Keller that--provided there was sufficient student interest--he needed 
woodwind, brass, and strings teachers. Keller instructed Grossman to search for qualified 
teachers. His search led him to Irving Kupfer, Harold Sachs, and Irving Lash : 
And he [Keller] said, "What would you like to have?" And I said, "Well, we 
ought to have a reed, woodwind teacher or a brass or strings teacher provided we 
get more instruments." He said, "Well OK, you find out who's available." I think 
the first one I got was Irving Kupfer. He was a wonderful guy and the kids loved 
him because he never got mad. He had a marvelous disposition , and he could play 
every instrument. He was a professional trumpet player and played with some of 
the top bands. Before he studied the trumpet he was a violinist. So we got him. 
And then I also got . . . [Grossman insetied a footnote here: You see the 
Superintendent in charge of vocational schools, fellow named Siegel , was very 
enthusiastic for whatever Keller thought that might enhance the reputation of 
vocational education], so then I got in touch with Harold Sachs who supposedly 
had been teaching at one of the high schools. When I told Sachs what he would do 
[at Metropolitan] they [BOE] got him a substitute license immediately instead of 
being a teacher-in-training. Finally we took in Irving Lash. 587 
Grossman, Lash, and Sachs were caJied to service at different times during World War II 
(193 9-1945), and Irving Kupfer became acting chainnan of the music depatiment. 
Sometime after 1941 , the BOE hired Atihur Aaron to fill Grossman's position as 
chairman of the music depatiment until Grossman retumed from the service in 1946.588 
Music Curriculum at Metropolitan Vocational High School 
With additional music teacl1ers and growing student interest in music instruction, 
Grossman fonnalized a music cuniculum for Metropolitan Vocational. Grossman 
587 Julius Grossman interview by Barry Flaxen. Manhattan, NY , 1995. Used with 
Pl axen · s permission . 
588 Grossman did not remember the exact dates when Kupfer and Aaron ca me to 
Metropolitan Vocational High School when he spoke with Barry Flaxen during an interview in 
1995. 
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expanded the curriculum from orchestral studies to include instruction in theory, sight-
singing, dictation, harmony, and instrumentation. The school hired Rose Stein to teach 
piano after a sufficient number of students showed interest in piano instruction. 
Before Grossman finalized the music curriculum so he could submit it to the AB 
and the BOE for approval, he requested a copy of the HSMA's music cuniculum. The 
HSMA, already in existence for over ten years when Grossman began teaching at 
Metropolitan Vocational, had an established reputation for excellence. Grossman aimed 
to ensure that his prepared music curriculum met the standards and quality of the HSMA. 
Alexander Richter, HSMA 's Music Chainnan, provided Grossman with a copy of the 
HSMA ' s music syllabus. 
Once Grossman finali zed the music program in 1939, he and Keller petitioned the 
newly-fanned Advisory Commission on Vocational Music589 to recommend to the AB 
that a music curriculum be fom1all y accepted as pmi of the school's vocational training. 
Margaret Lewisohn,590 Director of the Public Education Association, chaired the music 
commission. Table 27 lists the committee members . 
589There is no exact date on record as to when the Advisory Commission on Music was 
established but Grossman was instrumental in having the commission established as a subsidiary 
of the AB so that a music program could be established at Metropolitan Vocational High School. 
Grossman asked Olin Downes, Music Critic of the New York Times to assist him in this endeavor. 
590 Margaret Lewisohn also served on the l-ISMA ·s music committee, a sub-committee of 
LaGuardia ·s Municipal Art Committee. Th e committee was responsible for investiga ting the 
feasibility of establishing a music and art hi gh sc hool. Lew isohn and her husband were well-
known patrons of the a rt in Nevv York City 
Table 27 
Members of the Advisory Commission on Vocational Music 
Committee Member 
Virgil Thompson 
Olin Downes 
Alfred Wallenstein 
Andre Kostelanetz 
Deems Taylor 
Occupation 
American Composer 
Music Critic of the New York Times 
Cellist and Conductor 
Conductor and Ananger 
Composer and Music Critic 
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The AB approved this petition, which was then forwarded to the BOE for final approval. 
Members of the Advisory Commission on Music met with the BOE in 1939 to 
discuss establishing a vocational music program at Metropolitan Vocational. Grossman, 
who was present at the meeting, recalled a BOE member questioning the viability of 
music instruction in a vocational school, and challenged the encouragement of young 
people to pursue a career in a field that experienced severe economic conditions. Deems 
Taylor responded to the board member' s question. Taylor stated that he thought the idea 
a marvelous one whereby like-minded students would come together, who would practice 
hours on end . When they observed other gifted and talented students they could then 
evaluate themselves . Taylor added that not all would become professional perfonners but 
that some would eventually teach music, others would become music therapists, but he 
hoped that all would remain involved in music on some level. 59 1 The BOE approved the 
091 Paraphrased from Julius Grossma n int erview with Bany Pla xen, M anhattan , NY , 
1995. Used vvith Pl axen·s permi ss ion . 
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establishment of a vocational music cuniculum in 1939, and Metropolitan Vocational 
added vocational music instruction to its program. 
During the same time that Grossman began working at Metropolitan Vocational, 
Edith Bank, who worked in the school's Speech Department, received pennission from 
Keller in 1939 to form a small experimental course in drama. Bank had a small class of 
students to whom she also taught dance. Eartha Kitt, who subsequently had a successful 
career in the perfonning atis, was among the first to graduate from Bank' s class. 
The music program at Metropolitan Vocational continued to thrive during World 
War II even though many of its teachers were called to serve in the atmed forces. Some 
students transfened to Metropolitan Vocational from the HSMA because their academic 
subjects' grades did not meet the HSMA ' s expectations. Furthermore, these students 
wanted to focus solely on music.592 Kirby Jolly, who was accepted at both the HSMA and 
Metropolitan Vocational , chose the latter because, "I was able to get four music periods 
daily and four academics [daily]."593 
Metropolitan Vocational Chartered.for Academics 
The New York State Board of Regents chatiered Metropolitan Vocational High 
School in May 1941 , '·empowe1ing it to teach all academic subjects and give full Regents 
college entrance credits."594 Prior to the charter, Metropolitan Vocational ' s academic 
592Julius Grossman interview with Barry Plaxen in 1995. Manhattan, NY. 
59
·
1 Kirby Jolly interview with Peri s Alban, December 18, 2009. Jericho, NY. Joll y 
graduated in January 1948 and regrets not ha ving been ab le to attend the SPA. 
594 
"Regents Charter Vocational School: Metropolitan is Pem1itted to Teach Academic 
Subjects for Co ll ege Entrance:· Nt.>H. York Times, May 15. 1941 . 
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courses were not college preparatory courses and students were not required to take 
Regents exams but with the charter established, students, although in a vocational school, 
could now choose to take college preparatory academic courses that were approved by 
the New York State Department ofEducation. Therefore, the school developed a dual 
track academic program, one for students who were college bound and another for 
students who were less academically inclined and wanted to prepare themselves only for 
c · I · h 595 pro1esswna careers m t e mis. 
Metropolitan Vocational held a special ceremony to celebrate the charter on May 
14111 , 1941. Em est E. Cole, New York State Commissioner of Education, presented the 
chmier to Ellsworth B. Buck, Vice-President of the BOE. Keller, Mayor LaGuardia, BOE 
members, school officials, faculty, and students attended the ceremony, and ''musical 
selections were rendered by the school ' s orchestra. "596 Cole spoke of the impmiance of 
the school's chmier and stated that academic training was as crucial to the developing 
student as vocational training. One should not be emphasized at the expense of the other. 
LaGuardia admitted in his speech to attendees that New York State opposition to 
vocational education had initially been strong but that, "skilled training brought greater 
financial rewards and was more important than the ordinary high school academic 
training that fitted a student for white-collar jobs only." 597 With the chmier in place, any 
student wishing to attend Metropolitan Vocational was assured a well-rounded and 
complete education. FUiiher explaining the significance of the cha1ier Keller asserted , 
595 This included all trades. 
596 
·'Regents Charter Vocational School: Metropolitan is Permitted to Teach Academi c 
Subjects for College Entrance," Ne 11 · York Tim es, May 15, 1941 . 
'
97 LaGuardia in Ibid. 
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"We can teach all the subjects that secondary school pupils need and want. As a result, if 
after attending the vocational school the student finds that he wants to go to college, he 
will be eligible."598 Regina Burke599 praised Keller' s hard work at the school and assured 
the audience that the charter would increase educational opportunities for students at the 
Metropolitan Vocational High School. 
FOUNDING OF THE SCHOOL OF PERFORMING ARTS 
1944-1948 
In the early 1940s Keller, forever a visionary, 600 began exploring the idea of 
establishing a perfonning arts high school as a division of Metropolitan Vocational in 
Manhattan ' s theatre district. Although considered an "old-fashioned man, he was an 
innovator who was ahead of his time."60 1 Keller believed that if students showed potential 
in music, drama, and dance, then the educational system had a responsibility to provide 
them with adequate training in those fields . " It ' s a wonderful thing that was started by 
Keller. This idea was extraordinary, wonderful , valuable, creative, and exciting. SPA 
wasn ' t perfect, but that it ' s there and existed is extraordinary."602 Keller shared his vision 
with the Advisory Commission on Vocational Music and the AB. 
598 Franklin J. Keller in " Regents Charter Vocational Schoo l: Metropolitan is Permitted to 
Teach Academic Subject s for Co ll ege Entrance,'· N eH' York Times , May 15, 1941. 
599 Regina C.M . Burke, A ssociate Superintendent of the BOE. 
600 Several facult y members attested to this description ofKeller including: Ma1jorie 
D ycke, Chairman of the Drama Department ; Herbert Latner, Stenograph and Typing teacher; 
Shirley Katz-Cohen, Math teacher; Bell a Malinka, D<mce Instructor; Bell Kaufman, Eng li sh 
teacher; Paul Rei sch, Engli sh teacher, and Mi chae l Howard, elrama teacher. 
60 1 Herbert Latner interview with Pe ri s Alban, April 14, 20 10. M anhattan, NY. 
602 Michael Howa rd int erview w ith Peri s A lba n. M<llTh 13, 20 10. Brookl yn. NY . 
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In May 1944, the Advisory Commission on Music passed a resolution 
recommending that the AB establish a vocational perfonning arts high school to 
specialize in music, drama, dance, and radio instruction. Fm1hermore, based on Keller ' s 
vision for a vocational arts school, the commission recommended that it be situated in 
"closer proximity to the life of the music activities of the city. "603 Although the 
perfonning at1s high school would be considered a division of Metropolitan Vocational, 
that school ' s main location in lower Manhattan was too far from the city' s theatre district. 
In June 1945 AB chaitman, Stephen F. Voorhees, submitted a letter to Jolm E. 
Wade, Superintendent of Schools, outlining the AB ' s resolution to establish a vocational 
perfonning a11s high school in Manhattan' s theatre district as a division of Metropolitan 
Vocational High School. Voorhees initially suggested to Wade that the school ' s location 
be on West 50th Street, between 9th and 1oth A venues in Manhattan. This pat1icular 
location once housed Public School 84 and was no longer in use.604 Voorhees appealed to 
Wade for hi s assistance in forwarding the proposal to the BOE since it seemed a logical 
progression of Metropolitan Vocational's already established music and drama 
cuniculum. The Advisory Commission on Music believed that Metropolitan ' s vocational 
education should be expanded to include training in the perfonning at1s: 
NY. 
The Board of Education, through its Vocational Division has always striven to 
provide for the vocational interests and aptitudes of its students. Vocational Music 
and an experimental course in dramatics are now given in Metropolitan 
Vocational Hi gh School. The Advisory Commission feel s that thi s is an opp011une 
1' 11 ~ Proposa l fo r School of the Perfo rming Arts, 1946. Munic ipa l Archi ves , M anhattan , 
w~ By the end of 1945 Arthur Aaron and Edith Bank had found an a ll em ale locati on fo r 
rh e schoo l ar 120 Wesl 46111 Street. in Manhattan. 
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time to widen the scope of vocational education through the inclusion of the High 
School of the Performing Arts .. .. 
Your consideration and your recommendations to the Board of Education will be 
highly appreciated by the Advisory Board on Vocational Education. 605 
Voorhees reminded Wade that the City Center of Music and Drama606 had only recently 
been established for citizens to enjoy the best in the arts and that the city owned and 
operated its own radio station as well. 
Wade did not reply to Voorhees' letter. Therefore, Voorhees sent another letter to 
George F. Pigott, Jr., Associate Superintendent of the BOE, in September. Pigott had 
already discussed the proposal with Keller but before he could make an appeal to the 
Board of Superintendents, Pigott wanted to meet with members of the commission and 
representatives of the American Federation of Radio Artists and Musicians Union Local 
802. His aim was to "prepare a specific outline ofthe activities which [were] 
recommended [by the AB] to present to the Board of Superintendents."607 This meeting 
took place on December 27, 1945, in Pigott's office. 
In the meantime, Lewisohn, who understood the importance of a perfonning mis-
based vocational education, and had experience on Damrosch 's music committee for the 
establishment of the HSMA, sent letters to leading professionals in the field of dance, 
I d d. .c 1 " f d. h d . . . "608 Sl t 1eatre, an ra 10 10r t 1e purpose o ex ten mgt e a vtsory commtsston. 1e 
605 Stephen F. Voorhees to John E. Wade, June 28, 1945 , in Proposal for School of the 
Performing Arts, 1946, Municipal Archives, Manhattan, NY. 
606 LaGuardia and the Municipal Art Committee oversaw the establishment of the City 
Center of Music and Drama in 1943. The Center officially opened on December 11 , 1943 , with a 
concert by the New York Philham1onic Orchestra. The Star Spangled Banner was conducted that 
evening by LaGuardia . 
607 George F. Pigott , Jr. , to Stephen F. Voorhees, October 2, 1945 . 
60~ Proposal for School of the Performing Arts , 1946, Municipal Archives, Manhattan, 
NY . 
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realized that support of professionals in the performing arts gave the AB 's proposal more 
credibility. Lewisohn also acknowledged the importance of the term '·performing arts,"609 
and that it should be incorporated into the title of the soon-to-be-established school, 
School of Performing Arts.6 10 
Since New York City was the entertainment capital of the world , Lewisohn 
stated in her letter to these professional perfonning artists that it only seemed logical that 
the city should have a pre-professional school to train interested students for a career in 
the arts. She provided a brief history of the establishment of the music department of the 
Metropolitan Vocational High School and anticipated that the program could be 
augmented to include training in theater, radio, and dance. She hoped that as arts 
professionals they would agree to serve on the Advisory Commission: 
Many professional people feel that in New York City, the greatest ente11ainment 
center in the world, there must surely be a place for a Board of Education 
sponsored high school of the entertainment arts-a school which might be attended 
free of charge by gifted boys and girls who wish to secure pre-professional 
training in various m1s, and also continue with their standard high school 
curricula. 
For the past five years such an experiment has been conducted at 
Metropolitan Vocational High School, in the field of music. We are now planning 
to enlarge the scope of our cuniculum to include pre-professional training in the 
fields of the theatre, radio, and the dance. 
Because of your pre-eminent work in the field , we feel your 
acceptance of membership on the Advisory Commission for the High School of 
Perfonning A11s will be of inestimable value to the continuous development of the 
<:: . 6 11 pro1esswn .... 
609 The term " performing arts ' ' first appeared in the English language in I 711. The 
Oxford English Dictionary defines " performing arts ' ' as " those arts (as drama, dance, mus ic. etc.) 
which invo lve public perfom1ance.'· 
6 111 Others credit Franklin Kell er for originating the title of the schoo l. 
6 11 Mrs. Samuel A. Lewisohn, Chairman, Advisory Commiss ion in Voca ti onal Mu sic , to 
leading professiona ls, October 17, 1945, Muni c ipal Archives, Manhattan, NY . The tirst meeting 
of the expand ed advi sory commission took place on October 30, 1945 , in Levvisohn · s ho me at 
115 Ea st 73'ci Street, Manhatlan. 
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Lewisohn sent the invitation to fifteen professionals who were all delighted to join the 
Advisory Commission Committee. Table 28 identifies these members and their 
profession, and Table 29 lists additional committee members from the music profession. 
Table 28 
Members of the Advisory Commission 
Members Profession 
Agnes De Mille Dance 
Martha Graham Dance 
Matiha Hill Dance 
Lincoln Kirstein Dance 
John Mmiin Dance 
George Heller Radio 
Robert B. Hudson Radio 
Monis Novik Radio 
Edward Stasheff Radio 
Alfred Harding Theater 
Helen Hayes Theater 
Theresa Helbum Theater 
Abram Hill Theater 
Brock Pemberton Theater 
Margaret Webster Theater 
Table 29 
Music Professionals on the Advisory Commission's Committee 
Member Profession 
Leonard Bernstein 
Walter Damrosch 
Olin Downes 
William Feinberg 
Conductor and Composer 
Conductor and Composer 
Music Critic, New York Times 
Secretary, American Federation of 
Musicians 
President, Carl Fischer Company 
Director of Music, BOE 
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Walter Fischer 
George H. Gartlan 
Morton Gould 
Elinor Guggenheimer 
David Mannes 
Composer, conductor, arranger and pianist 
Patron of the Arts 
Alfred Wallenstein 
Gerald F. Warburg 
George A. Wedge 
Jack Rosenberg 
Director ofMannes School of Music 
Cellist, conductor, Los Angeles 
Philhannonic Symphony 
Vice-President, City Center of Music and 
Drama 
Dean, Institute of Musical Art 
President, Musicians Local 802 
The first meeting of the expanded commission took place on October 30, 1945, in 
Lewisohn's home. 6 12 A second meeting took place on November 8, 1945, to discuss the 
school's cunicula where commission members made organizational recommendations. 61 3 
Several prominent members of the advisory commission were present for the ananged 
December 27th [1945] meeting with Pigott and Monis E. Siegel.6 14 Discussion of the 
practicalities of organizing a vocational perfonning arts high school as recommended by 
the AB was the purpose of that meeting. Table 30 lists those commission members who 
were present at the meeti ng and the professional field they represented. 
6 12 Mrs. Lewisohn li ved at 11 S East 73rd Street, Manhattan . 
6 13 Mrs. Samuel A. Lewisohn, Chairman, Advisory Commission in Vocational Music, to 
leading profess ional s, October 17, 1945, Municipal A rchi ves , Manhattan, NY . 
6 1 ~ Morri s E. Siege l wa s Ass istan t Superintendent of the BOE. 
Table 30 
Advisory Commission Members Present on December 27, 1945 
Member 
Leon Levine 
George Heller 
John Martin 
Gerald Warburg 
Arthur Aaron 615 
Edith J. Mearson616 
Franklin J. Keller61 7 
Professional Field 
Radio Industry 
Radio Industry 
Dance 
Music 
Music 
Drama 
Principal 
Note. Lewisohn was not in attendance due to illness, and Feinberg and Gartlan were 
unable to attend the meeting. 
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Members of the Advisory Commission spoke favorably in supp011 of establishing 
a performing at1s high school. Warburg stated that talented students who attended regular 
high schools had insufficient time to practice because of their academic work load. 
Therefore, by establishing a performing arts high school , talented students could have the 
best of both worlds. 
Levine wholehem1edly suppot1ed the establishment of a vocational arts high 
school. He was often "besieged by I 000 parents and young people asking for advice and 
6 15 Arthur Aaron was Acting C haim1an of the Music Department at Metropolitan 
Vocational since Julius Grossman was in the service . 
6 16 Edith J. Mearson was Chairman of the Dramatics Depatiment at Metropolitan 
Vocational at the time. 
6 17 Franklin .T . Keller was principal at Metropolitan Vocational and he represented the 
proposed High School of Perfom1ing Art s at the meeti ng. 
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information on where to enroll for competent instruction and training,"6 18 in the 
performing arts. He further indicated that a performing arts high school would prepare 
New York City's talented students to compete against those who came to the city looking 
for work in the professional field. 
Pigott questioned the viability of a performing arts school in tenns of students ' 
employment and economic security after graduation. The group's consensus was that it 
was "impractical to predict the economic security attainable by performers, as even the 
most reputable and professionally established artists [were] subject to the over-all 
economy of the time."6 19 Pigott agreed to forward the proposal to the BOE, 
recommending that the board establish the perfonning mis school in keeping with its 
mission of providing an education to all types of students: 
The Board of Education has made provision for the care and training of the 
mentally and physically handicapped child, the intellectually gifted child , the 
average child, but had neglected vocational training for the child who is talented 
. I ~ . ~o 111 t 1e per1ormmg arts. -
Fmihennore, Pigott reiterated that since New York City was the epicenter for the 
perfonning arts, it was only logical that the city should also have a vocational perfom1ing 
a1is high school to prepare students for careers in the professional field. "In view of the 
fact that this is the 5th largest industry in the country and that New York City is the world 
center of culture, it is logical that a school of this type be organized to provide pre-
61
x Leon Levine in Minutes of the Advisory Commission on the Performing Art s, 
December 27, 1945 , Municipal Archives, Manhattan, NY . 
61!J G . rb ·d roup consensus m 1 . 
(,111 Ibid . 
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professional training in the perfonning arts. "62 1 
Keller submitted the finali zed proposal to the BOE for approval to establish a 
performing arts high school in early January 1946, identified as the School ofPerforming 
Arts, A Division of Metropolitan Vocational High School. Keller's proposal included 
information pertaining to the admissions critetia, end of first year screening, teacher 
selection, curriculum, and school location. The BOE already had Metropolitan 
Vocational ' s music cun·iculum on fil e, which ultimately served as the backbone to the 
SPA ' s music depmiment curriculum upon its establi shment in 1948 . Therefore, Kell er 
only included the proposed cunicula for the drama, dance, and radio departments in the 
final proposal. 
The Advisory Commission sent infom1ation concerning the school's admissions 
ctiteria to parents, teachers, principals, and school guidance counselors of junior high and 
intennediate schools. The commission also published them in the medi a. Interested 
students had to audition for a place in the music, drama, and dance departrn~nts. Colton, a 
theater graduate, remembered her parents reading about the hoped for new perfonning 
arts high school and its proposed September 1948 opening in the Herald Tribune. 
Because ofher passion for the theater she decided to audition.622 Lewis auditioned at the 
1 d . fl 8111 d . 1 . . . h . I I 1 673 SPA on t 1e recommen at! on o 1er gra e music teac 1er m JU1110r 1g 1 sc 100 , - as 
62 1 Minutes of the Advisory Commiss ion on the Performing Arts, December 27, 1945 , 
Municipal Archives, Manhattan, NY. 
622 Barbara Colton interview with Peris A lban. December 13, 2009 . Manhattan, NY. 
Colton graduated in 1956, and subsequentl y became very involved wi th Actors Equity. In 1976 
she became chairperson of the Drama Division of the Adviso ry Commiss ion. a position she held 
until she resigned in 1990. 
62
·
1 Kaye Lewi s interview w ith Pe ri s A lban. December 29 , 2009. Haz let. NJ. Lewi s pl ayed 
trumpet and graduated in 1965. 
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did Kaunitz. "I'd never heard of the school and I felt honored to have been chosen to 
d . . ,624 h 'd au 1t1on, e sm . 
The Advisory Commission hoped that professionals in their respective fields 
would send their children to the school, thus giving it fmther publicity and support. It is 
unclear if they heeded the commission ' s recommendation during the school's fonnative 
years . By the 1960s, both Grossman and Aaron's children attended the music department, 
as did Roslyn Schein ' s625 daughter, who attended the drama department. 
Jean Grossman admitted that her father had not wanted her auditioning at the 
school , thinking it awkward for her if accepted, since he was chainnan of the music 
depm1ment. Jean ' s mother felt differently. "My mother pushed, arguing that the school 
existed for talented students . When I was accepted, I was the first child of a faculty 
member to attend the schoo1."626 She later admitted, "It was OK because I proved myself 
both musically and academically."617 
The commission sent its members to sit in on the auditions with teachers to ensure 
the selection of only the most talented and gifted students for the school. Auditions were 
ultimately held at Metropolitan Vocational in spring 1948 once the BOE approved the 
establishment ofthe school. 
The Advisory Commission decided to subject admitted students to a second 
screening at the end of their first year in order to "eliminate students who during the year 
62~ Norman Kaunitz interview with Peris Alban, December 30, 2009. Commack, NY. 
Kaunit z played trumpet and graduated in 1966. 
625 Roslyn Schein taught drama and speech at the SPA. 
6 26 Jean Grossman interview with Peris Alban, July 7, 2010. Fresh Meadows, Queens, 
NY. Grossman played piano and graduated in 1967. 
627 Ibid . 
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had shown certain limitations, or who had shifted their interests to another field. "62 8 
Several alumni thought this process unfair once the school opened in 1948, arguing that it 
was the school ' s responsibility to teach those students that had been accepted based on 
h . d. . 629 0 d " . d I f I . "630 h I . f t e1r au 1t10n. ne stu ent receive a etter o expu swn, at t e comp etwn o her 
first year in the drama studio. Although disappointed, she realized later that it had been 
the conect decision because she did not have the stamina to be an actress. Another 
alumna described this process as "brutal ," but acknowledged that "it was kinder to let 
students go than give them a false promise that they could make it in the professional 
field ."63 1 Robinson, who graduated from the SPA 's first graduating class in 1952, wrote, 
"The course of study at P .A. was not easy. We had to maintain an academic average and 
pass another audition every six months."632 As faculty members, both Grossman633 and 
Katz634 disagreed with this custom. 
The Advisory Commission played an impotiant role in teacher selection for the 
perfonning a1is high school and noted their preference of teacher qualifications in the 
proposal. Since the school fell under the auspices of the BOE, teachers followed New 
York State licensing requirements for academic and vocational subjects. Keller was 
adamant that the music, drama, dance, and radio departments be staffed with 
628Minutes of the Advi sory Commiss ion on the Perfom1ing Arts, December 27, 1945 , 
Municipal Archives, Manhattan, NY. 
629 This custom was more prevalent in the drama and dance depattments than it was in the 
music department. 
61 0 Evelyn Triantaufoulle interv iew with Peris Alban, June 29, 2010. Manhattan , NY . 
63 1 Fran Kemmer interview with Peri s A lban, December 31 , 2009. Manhattan, NY . 
6
'
2 Virginia L. Robinson letter to Peri s Alban, November 27, 2009. Robinson graduated 
in 1952, and among her c lassmates were Dom DeLui se, Herb Gardner, and Diana Sands. 
6
:
11 Julius G rossman, Chairperson of the Music Department. 
r,1~ Sh irl ey Katz, Math teacher. 
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professionals in their respective fields in order to prepare students for careers in the 
perfonning arts. 635 The commission supported Keller's request. 
Members of Metropolitan Vocational's music faculty, who ultimately relocated to 
the SPA's new facility on West 46th Street once it opened in September 1948, were 
professionally active in music. Grossman conducted his own orchestra as well as the 
musicians' union Local 802 orchestra; Aaron was a music contractor, who contracted 
some of the students after they graduated; Kupfer played trumpet with a military band; 
Lash played viola in Broadway shows, and Sachs played the violin professionally. 
Deangelis remembered how all his teachers "had wonderful music careers,"636 but that 
more impmiantly they "taught you how to get out into the music world and make a 
1. . ,637 IV111g. 
Pigott was concemed that the school's curriculum would duplicate that of the 
HSMA's curriculum. The Advisory Commission reassured him that both schools were 
unique in their mission and focus, and that the perfonning arts high school was to be a 
pre-professional high school. Additionally, the HSMA did not offer theater and dance 
programs, and the perfmming arts school did not offer an art curriculum. 
The first year curriculum provided students with a generalized overview of their 
field of interest. The remaining three years were devoted to in-depth training in the 
6
·
15 Professional teachers in the drama department would teach in-between appearing in 
Broadway shows or filming for television. Carroll O 'Connor, Michael Howard, and Sydney 
Lumet were but some of the teachers during the 1950s. In the dance department , Eli zabeth 
Rockwell , Robeti Joffrey, and Martha Graham were involved with the school in its formative 
years as welL 
616 Anthony Deangelis phone interview with Peris Alban, September I 0, 2010. 
r'' 7 Ibid. 
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students ' particular trades: music, dance, or theater. The commission ' s rationale for 
instituting this policy provided students with an overview of their particular field of study 
during the first year to aid students' decisions to either continue or leave the school at the 
conclusion of their first year. 
Finding a suitable location for the new perfonning arts high school in 
Manhattan's theatre district was of prime importance to Keller, who sent Arthur Aaron638 
and Edith Bank639 to scout the area. They discovered an abandoned elementary school 
well-sui ted for the school ' s purpose at 12 0 West 46111 Street, in Manhattan, in the latter 
part of 1945.640 When the US Maritime Commission vacated the building at the end of 
WWII it remained unoccupied. The building was ''centrally located in the ente1iainment 
industry,"64 1 in addition to being "accessible from all parts of the city for a single fare. "642 
When Keller discussed moving the perfonning mis school to the theatre district with 
members of the advisory commission, he contrasted Metropolitan Vocational 's location. 
"It was difficult to get to , a rather poor neighborhood, and far removed from the feeling 
of Broadway and Times Square. It was difficult to get people to come down to the Lower 
East Side for music and drama classes."643 Secondly, "[Keller and the commission] 
decided that a Times Square location was essential for a school specializing in these 
638 Metropolitan Vocational's Acting Chairman of the Music Department. 
639 Metropolitan Vocational's Drama and Dance teacher. 
640 Voorhees initially recommended to the BOE in June 1945 that the school be located 
on West 50111 Street between 9111 and 1 0' 11 Avenues in Manhattan. For unknown reasons Keller 
decided to look for an altemate site. 
64 1 Minutes of the Advisory Commission on the Performing Arts, December 27, 1945 , 
Municipal Archives, Manhattan . NY. 
642 Ibid. The single fare referred to the subway or bus. 
64
·
1 Franklin J. Keller as quoted in William Stargard, ··Landmark Preserva ti on 
Commission:· December 21. 1982. Muni cipal Library. Manh<lttan. NY. 
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.c . I . . . ,644 pro1esswna activities . 
When Grossman first saw the inside of the proposed building after returning home 
from service in 1946, he wondered if Keller had made the right decision. The building 
was in dismal condition, and the superintendent thought Keller's choice a poor one: 
Arthur [Aaron] was the one who found the building on 46111 Street. Keller asked 
him to go around you see. When I came back from the Service, Pigott called me 
up and said, " I want you to meet me at this old building, which your crazy so-and-
so thinks is going to work out." I met him there, and of course the building was 
dismTayed; it needed so much renovation .... The building had been occupied for a 
little while, this is when I came out of the anny, and was used for seamen related 
to the war purpose .... But I looked at it and thought, "Oh my God." Arthur must 
have been told by somebody, "Keep looking." But he [Keller] wanted it in that 
area, see! It was the only one there. When I first came I was dumbfounded, I 
stood still, and I couldn't believe it. So we walked through the building and the 
Superintendent said to me, "Look Grossman, if you think this thing is going to 
last for six months, you're crazy."645 
Built in 1891 and designed by C. B. J . Snyder, BOE's Superintendent of School 
Buildings, the building was first an elementary school , Public School 67 . The 
Romanesque Revival style design included a main entrance situated in the middle of the 
building. The entrance was divided with one entrance for boys and the other for girls, as 
was typical of the time. The building had no elevator and consisted of a basement, four 
full floors , and a fifth floor constructed under a mansard roof. A unique building 
characteristic was two pillars that ran the entire length of the building. These pillars were 
oftentimes later incorporated into scenes by SPA's drama depmiment, and dancers 
choreographed dances around them. 
r,~~ William Stargard , " Landmark Preservation Commission,'· December 21 , 1982. 
Municipal Library, Manhattan. NY. 
6~ ' Julius Grossman int erv iew with Barry Plaxen. Manhattan, NY, 1995. Used with 
Pla xen· s permi ss ion . Grossman credited Arthur Aaron for di scovering the abandoned schoo l 
building. O th er sources credit bot h Arthur Aa ron and Edith Bank. 
Figure 12. School ofPeiforming Arts646 
(Courtesy of the Alumni and Friends Association) 
-<"' 
~-- ,.. 
_.,..-- ~ 
;·· 
Since the building's poor condition rendered it not conducive for a performing 
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mis school, the Advisory Commission recommended to the BOE that someone "familiar 
with professional theatre construction be called into consultation before any renovation of 
the building,"647 took place. "The building was very old, decrepit, needed painting and 
lacked in many things. It had no gym, was overcrowded, and not a lot of money was put 
646 The picture was taken from the Class of 1952 Yearbook, the first four-year class to 
attend SPA. The Yearbooks are stored in the A&F Association ' s Office, Manhattan, NY. 
64 7Minutes of the Advisory Commission on the Perfom1ing Arts , December 27, 1945, 
Municipal Archives. Manhattan. NY . 
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into it."648 Hinton focused on the building's prior occupants and remembered, " It was 
clear that the school had been built for smaller children so there was a proportion of size 
phenomenon. We were big but the toilets were small."649 The school did have an 
intriguing quality about it, built like a maze with hidden rooms in select music classes: 
The building was like a maze and I could never figure out where my classrooms 
were. Music students practiced on the 5111 floor and there were hidden rooms in the 
back of the music classes. Brass students practiced there and then we 'd find out 
there were even more hidden rooms tucked away. 650 
Despite the condition of that building, its students and faculty members fell in 
love with it. "The SPA sparkled in the hemi of the theatre district despite it being a 
decrepit building,"65 1 and although the classrooms lacked soundproofing, hearing music 
waft into a classroom was part ofthe building's chann. "At the SPA all the depmiments 
mingled. You could hear the musicians rehearse. It was lovely. When I taught English I 
heard a French hom solo. The entire feel of the mis was there."652 
By June 1946, the BOE awaited the recommendation of its instructional affairs 
committee,653 before reaching a final decision conceming the future of the perfonning 
arts high school: 
Establishment of a new four-year high school here, believed by educational 
authorities to be the first of its kind in the United States, designed to train students 
in music, drama, radio and the dance, is under consideration by the Board of 
Education, it became known yesterday. 654 
648 Charles Drao interview with Peris Alban, February 18, 2010 . Newington, CT. Other 
alumni seconded Drao 's description . 
NY. 
649 Paula Hinton interview with Peri s Alban, April 3, 2010. Freepo11, NY . 
650 Jeannette Sinibaldi interview with Peris A lban, January 7, 2010 . Rego Park, Queens, 
651 Meli ssa Manchester phone interview with Peris Alban, February 20, 20 10. 
65 2 Paul Reisch interview with Peris A lban, Apri l 6, 2010. Manhattan, NY. 
65
·' The committee voted on June 1 t 11 , 1946. 
65 ~ ··New City Schoo l for A11s Pl anned ,'" Nevt' York Times, June 7, 1946. 
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Nearly a year later in April1947, the BOE approved the performing arts school 
program as outlined in Keller ' s 1946 proposal. The board also approved the remodeling 
ofthe school ' s building at 120 West 461h Street at a cost of "$ 130,000 to alter and 
remodel Public School 67 before it [could] be used as a high school,"655 despite 
opposition from select board members. This new school differed from the HSMA, in that 
it "stress[ ed] the vocational aspects of the four major Broadway fields--music, drama, 
radio , and dance,"656 by preparing its students to enter these professional fields upon 
graduation. On August 261h, 1948, with less than a month before school opened, the 
Superintendent of Schools recommended to the BOE that the school building be further 
modemized and altered to accommodate the vocational programs. 657 However, 
Grossman ' s wife recollected, "The BOE hardly touched the building save to put a coat of 
. h 11 d fi I f1 " 658 pamt on t e wa s an IX up t 1e oors. 
First Round a/Auditions 
On April 16, 1948, more than 200 prospective students auditioned at Metropolitan 
Vocational High School for admission to the new school, slated to open in September. 
Drao was among the group of hopeful applicants that day. He was an 81h grader, 
auditioned on the alto saxophone, and remembered being ove1joyed at being accepted. 659 
655 
"New City School for Arts Planned," Ne11· York Times, June 7, 1946. 
656 Ibid. 
657 These modificat ions were in addition to the remodeling initiall y approved in June 
1946 by the BOE. 
65
g Ruth Grossman interview with Peri s Alb<1n, Jul y 7, 2010. Fresh Meadows. Queens. 
NY. 
tM Charles Drao interv iew w ith Peris A lb<m. February 18. 20 10. New ington. CT. 
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He recollected, "The audition was easier than I thought it would be. I played one piece, 
did some sight-reading and answered music theory questions."660 Members of the 
Advisory Commission auditioned dance and drama applicants because teachers for these 
departments had not all been hired yet. Metropolitan Vocational ' s own teachers examined 
the music students. Once SPA was established members of the advisory commission sat 
in on all the auditions as well as participated in the end-of-year projects, where students 
had to demonstrate their progress or lack-thereof. 
Since city high schools graduated students in January and June until 1953, another 
round of auditions took place at the school ' s new location on West 46111 Street in October 
1948. This time 155 students auditioned and those accepted began at the school in 
February 1949. 
SCHOOL OF PERFORMING ARTS 
1948- 1961 
The school opened in September 1948, and officially named, "School of 
Perfonning Arts, A Division of Metropolitan Vocational High School." Eventually, 
students and faculty simply refened to the school as "Performing Arts." Although a 
vocational school , students in particular did not appreciate the use of the tem1 
"vocational" in conjunction with their arts school. 66 1 As aspiring artists they regarded the 
tem1 "beneath them." ' The BOE considered the school ' s first year an experiment as it had 
66
° C harles Drao interview with P eri s Alban, February 18 , 2010. N ewingto n, CT. Drao 
pl ayed the saxophone and g raduated in 1952. 
661 Jnfo rm <1 ti on shared by John St e inmetz. M arj o rie Dycke. and Shirley Katz . 
246 
with the HSMA. The staff and advisory commission admitted approximately 300 
freshmen by audition. Students cunently enrolled in the music or drama departments at 
Metropolitan Vocational were automatically transfened to the new school. Deangelis 
transferred from Metropolitan Vocational to the SPA, and graduated in June 1949. He 
won full scholarship to attend Syracuse University, majoring in music. Although his first 
instrument was the saxophone, he leamed to play bassoon at the SPA and continued with 
bassoon studies at Syracuse. Deangelis admitted, "Today I have a comfotiable life thanks 
to the guidance and start I received at P.A."662 After graduating from Syracuse he became 
a music teacher and an orchestral player. 
Aspiring atiists auditioned for placement at the school for the next thirty-six 
years. As with the HSMA, students who lived in any of the city' s five boroughs were 
eligible to audition. Oftentimes students auditioned for both the SPA and the HSMA and 
auditions at the SPA were highly competitive in compmison to those at the HSMA since 
the SPA was such a small school. Prospective students usually chose the SPA over the 
HSMA if they had been accepted at both schools because SPA dedicated more time to 
music studies than the HSMA. Others chose the school because of its location. 
Kirsten remembered the school as having a "professional aura about it,"663 when 
she auditioned and ultimately chose it over the HSMA because of·'its emphasis on 
perfom1ance. "664 Others chose the SPA because they were children of alumni or followed 
in their siblings ' footsteps. ·'I didn "t audition at the HSMA, and I was told by my mother 
662 Anthony Deangelis phone inte rview with Peri s Alban , September 10, 20 I 0 . 
661 Shirl ey Kirsten phone interview with Peri s Alban, February 21 , 20 I 0 . Kirsten is a 
pi a ni st and violini st and graduated in 1964. 
6(>4 Ibid. 
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and others that the SPA was better for music. I did compare my experiences at the school 
with those of my mother and found them to be similar. "665 Melissa Manchester's sister 
Claudia graduated from the SPA in 1962, but Melissa readily admitted that there was 
another reason why she chose the school over the HSMA. Melissa struggled with 
academic subjects and realized that she would have struggled at the HSMA if she had 
attended. "I always felt that the SPA was the most natural place for me. I did audition at 
the HSMA and got in but it wasn ' t for me. I' d have to activate part of my brain that 
wasn't ready to be used yet. "666 
For others the location of both schools influenced their decision . The majority of 
the time students chose the SPA over the HSMA because the school was closer to home 
and not in the middle of Harlem. "I auditioned at both schools and had to make a 
decision. It was easy because the HSMA was in the middle of Harlem, and you didn ' t 
want to send a little white Jewish girl into the middle of Harlem in those days . So I went 
to the SPA."667 Others chose not to audition at the HSMA because ofthe distance from 
their homes. "I didn ' t audition at the HSMA because I didn ' t want to go up there from 
Brook! yn. It was too far. "668 
One student transfened from the HSMA to the SPA once it was established 
because he wasn't comfotiable at the HSMA. He called Grossman to request if he could 
665 Elvira Sullivan interview with Peris Alban, January 24, 2010. Sullivan plays cello and 
graduated in 1978. Her mother, Norma Sullivan graduated from the school in 1954 and is a s inger 
and pianist. 
666 Melissa Manchester phone interview with Peri s Alban, February 20, 2010. 
667 Kaye Lewis interview with Peris Alban, December 29, 2009 . Hazlet, N.J . 
6r,~ Steven Lewis interview w ith Peri s Alban, December 29, 2009. Hazlet, NJ . Lewis is a 
clarinet player and grad uated in 1964 . Kaye and Steve Lewis are married . 
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transfer to the SPA since he'd been accepted to the school during the audition period. 
Grossman accepted him, and he eventually graduated from the school and continued with 
his music studies at New York City's City College. 669 
SPA 's First Graduation Class 
Keller was extremely proud of the SPA's January 1949 graduating class, the first 
for the school. Yet in his greeting to the graduates, he was careful not to separate the SPA 
from Metropolitan Vocational. As he saw it, SPA was a natural extension of Metropolitan 
Vocational 's mission and philosophy: 
Graduation this year takes on a new significance. With the opening of the School 
of Performing Arts, Metropolitan now covers an enonnous spread of occupations, 
from the deftest manual and technical skills of the engineer or photographer to the 
most delicate verbal and tonal nuances of the actor or musician, all of them 
serviceable and honorable to both perfonner and client."670 
Hinton, a 1955 graduate, reiterated the importance of vocational atis education 
and said that it had an impmiant place in the city' s overall educational system. Keller 
understood the value of vocational training, which prepared students for their eventual 
careers in the arts: 
Keller understood how to bridge the gap between the Metropolitan body and the 
SPA, which really had a different student body in tem1s of career goals. We were 
very atisy but lots of people at the time looked down on the school because it was 
vocational. However, the message was everybody is preparing for a career and 
therefore in need of an education to prepare them for that career. Kell er did that 
wel1. 67 1 
669 Alexander Farkas interview with Peris Alban, March 21 , 20 I 0. Poughkeeps ie , NY. 
Farkas graduated in 1957. 
67° Franklin J. Keller, January Graduating C lass of 1949, Yearbook Greeting. A&F 
Association Office, Manhattan, NY. 
67 1 Paula Hinton int ervie'vv w ith Peri s Alban . April 3 , 20 10. Freepo rt. NY . 
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Until September 1961, the school ' s diploma read, "School ofPerforming Atis, A 
Division ofMetropolitan Vocational High School." Graduation ceremonies for SPA 
graduates were held in the school ' s auditorium on West 46th Street, and were separate 
from Metropolitan Vocational ' s ceremony. 
SPA Administration and Faculty 
Since SPA was a division of the Metropolitan Vocational High School , Keller 
became the school ' s principal but because of Keller's inability to be at the SPA full time, 
the BOE created a position titled teacher-in-charge. The teacher-in-charge oversaw the 
daily running of the school and rep01ied back to Keller. The SPA ' s first teacher-in-charge 
was Frank H. Paine. All Metropolitan Vocational music faculty members transferred to 
the school's new location once the school opened in September 1948. SPA ' s academic 
division was overseen by David Sal ten and Harry Marcus, who spent the majority of their 
time at Metropolitan Vocational. All new academic teachers were hired for SPA, with the 
exception of Shirley Katz, who already taught mathematics at Metropolitan Vocational. 
Keller invited her to relocate to the new school , which she did with great enthusiasm. 
Franklin J. Keller as Principal 
When the SPA opened in September 1948, Keller spent half his time at 
Metropolitan Vocational and the other half at the SPA in Manhattan's theatre district. 
Several alumni remembered Keller as a soft-spoken man who sometimes played the 
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piano for them. Constance Slater672 remembered Keller performing a Beethoven 
Concerto with the school orchestra, and Norma Sullivan673 recollected hearing him 
playing piano during assemblies. According to Jean Grossman, Keller often invited the 
music faculty to his home to play chamber music. 674 
Keller held weekly seminars in his office at the SPA and invited students to talk 
with him about their experiences at the school. It was his way of detennining what was 
happening at the school, what was on the students' minds, what worked and what didn ' t 
work, and whether the school was successful. Keller kept students ' confidences during 
those seminars, and no teachers were present. Herb Latner, who taught typing and 
business courses at the SPA, elaborated that Keller patiently listened to his students. 
Subsequent p1incipals675 were tied to their offices and showed no interest in their 
students: 
Keller held weekly seminars in the principal ' s office. No one knew how students 
were chosen for this. However, no teachers were allowed . He was always 
concerned with students ' well -being. Other p1incipals were holed up in their 
offices but not Keller. 676 
The BOE had a mandatory retirement age of 70 for all school personnel , and 
Keller was forced to retire in June 1957. After retirement Keller went to Winston-Salem, 
North Carolina for a year to assist administrators in the establishment of the Nmih 
672 Constance Slater graduated in 1949. She could not remember which concerto number 
it was . 
67:\ Sullivan graduated in 1954. She was in the music department. Subsequently, her three 
daughters attended the school. Two graduated from the SPA, and one from the LaGuardia Arts 
HS . 
674 Jean Grossman interview with Peris A lban, July 7, 2010. Fresh Meadows, Queens, 
NY. She graduated in 1966. 
h75 Hudwalker and Carlin . 
(17(, Herbert Latner intervie·w with Peri s Alban. Apri l 14, 2010. Manhattan. NY. 
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Carolina School of the Arts. 
Teacher-in-Charge 
The BOE created a position called teacher-in-charge for the school. The appointed 
person acted as head ofthe school and repmied back to Keller. On March 9, 1949, the 
BOE approved the appointment ofFrank H. Paine, who served as teacher-in charge at the 
SPA until his death in the summer of 1961. 
DR. FHANK H. PAINE 
·r C<.lC11er-i n-cl'l argc 
Perfonnin g Arts A nnex 
Figure 13. Frank H. Paine 
(Comiesy of the Alumni and Friends Association) 
Keller and Paine were highly respected by both faculty and students. Shortly 
before Keller retired in 1957, he paid tribute to Paine. ''Day in and day out [he has] taken 
responsibility for the efficient administration of the school while I have given 
approximately half of my total time to those matters that require the principal 's 
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attention."677 When Keller was on the verge of retirement, Paine wrote a detailed 
memorandum to the BOE detailing the SPA' s requirements to ensure its continued 
success as the BOE prepared to appoint a new principal. 
During the summer of 1961 , SPA suffered a tragic loss . Paine passed away during 
the summer unbeknownst to students. The Class of 1962 paid tribute to him in their 
Yearbook, describing students' reactions that first day of school when they realized that 
Paine was not present. Paine, who desired the best for all students, had done everything 
within his power to assist them during his tenure as teacher-in-charge: 
We have adjoumed for the past three summer vacations, ce11ain that when we 
retumed, P .A. would be just as we left it. We were right until September 1961. 
When we entered school that first day, there were whispers, sullen faces, even 
tears. The news spread quickly that Dr. Paine was not in his office--that little 
cubicle of an office that we all know so well. The man who sat behind the desk in 
that office and signed our lateness excuses, the man we went to confide in 
knowing that he ' d do all he could to help, the man who gave us his best and for 
whom we wanted to be our best would not be among us anymore .... 678 
Leonard, a 1962 graduate, remembered Paine fondly although his first encounter with 
him had not been the most pleasant of occasions : 
My first day at the SPA I was late and so the guard sent me to Dr. Paine' s office. I 
thought to myself that he couldn ' t really do anything to me. When he started 
talking he said, "Steve, you come from far away to the school. You have to take 
the bus and the subway." He then proceeded to tell me why it was imp011ant for 
me to anive at the school on time. After that di scuss ion l was never late again. 679 
Edward T. Koehler replaced Paine as teacher-in-charge in September 1 961 , 
leaving his position as art chairperson at the HSMA. Koehl er remained as teacher-in-
677 Franklin .l . K eller, ·'The High School of Perfo rming Arts: Past and Future,'· Dance 
Magazine, May, 1957. The N ew York Public Library for the Perfo rming Arts , Manhattan, NY. 
678 Binnie Altholz, "'Our Third Parent :· in Class of 1962 Senior Yearbook . A&F 
Association Office, M anhattan. NY. 
679 Stephen Leonard int erv iew with Peri s A lban. December 11. 20 10 Manhattan. NY . 
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charge at the SPA until 1972. 
SPA Music Faculty 
Following World War II, the music faculty at the Metropolitan Vocational 
stabilized since all faculty members returned to the school from the service. 
Consequently, when the SPA opened in 1948, they transferred to the new building. Julius 
Grossman served as chainnan of the department, and Arthur Aaron, Irving J. Kupfer, 
Irving Lash, and Harold Sachs continued to be hi s staff members. In September 1952, 
John Strauss joined the staff for a short period of time, but by 1954, Strauss no longer 
worked at the school and was replaced by a Miss Simpson.680 She left in 1958, and the 
BOE hired Joan O'Brien. Lewis remembered O 'Brien auditioning him. "She was a lovely 
lady, I loved her. "6x 1 This staff remained together until September 196 1. Table 31 li sts 
the music faculty members from 1958-1 96 1. 
Table 31 
Music Faculty Members From September 1958 to 1961 
Music Faculty Members 
Julius Grossman 
Arthur Aaron 
Irving J. Kupfer 
Irving Lash 
Joan O'Brien 
Haro ld Sachs 
Position 
Music Department Chairman 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
h~o Miss . S impson ·s tirst name wa s not printed in any of the Yearbooks, and alumni w ho 
attended the sc hoo l at the time couldn ' t reca ll her first name. 
~> R I Steven Lewi s intervie·w wit h Peri s Alban. December 29 , 2009. Haz let. N .J . 
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Edith Del Valle joined the music department in September 1961. She was well 
respected in the music field. She taught music history and theory, and was an excellent 
teacher who cared deeply about her students: 
Del Valle was my theory teacher. She made you feel so good. She was my 
favorite teacher. She was such a marvelous, wann, friendly person. She made you 
feel like family, and she molded me to become the teacher I became. She made 
you feel so comfortable in class. 682 
Grossman prompted and assisted Del Valle in obtaining her administrator's license since 
he wanted her to succeed him as head of the music department once he retired .683 
Students had their favorite music teachers, but all agreed that the music staff 
consisted of professionals in the music field who shared their experiences and expertise 
with their students. Sinibaldi remembered Kupfer taking a sabbatical in the mid-1960s, 
and the school hired a substitute band teacher for a year. "He wanted to play a-tonal 
music. We hated it and played whatever we wanted."684 Kupfer also taught music history 
and gave tests every Friday. Students frantically memmized histmical facts in order to 
pass the tests, and they often called each other on Thursday evenings to check their facts: 
Kupfer was my favorite teacher and my music history teacher. We had a test 
every Friday, and everything had to be memorized. So every Thursday evening 
we were calling each other up and asking, "What are the dates for Haydn." What 
keys are the Beethoven symphonies in?" Today I can give you all that infonnation 
and how many symphonies Moza1i wrote. I know sonata fonn, all because of 
Kupfer. 685 
Lash conducted the orchestra, which accompanied the ballet perfonnances. This 
682 Norman Kaunitz interview with Peri s Alban, December 30, 2009. Commack, NY . 
68
·
1 This infom1ation was provided by Jean Grossman during an interview with Peris 
Alban. Jul y 7, 2010. Fresh Meadows. Queens , NY. 
684 Jeanette Sinibaldi interview with Peris Alban, January 7. 2010 . Rego Park, Queens, 
NY. 
f> SS Lana Noone intervi ew with Peri s Alban. December 18. 2009. Garden Cit y. NY . 
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was not an auditioned orchestra, rather Lash chose qualified students to perform. "I really 
enjoyed performing in this orchestra. I remember playing Grieg's Solveg Dance from the 
Peer Gynt Suite . The music was so beautiful and then to have us combine it with the 
ballet dancers made it extra special ,"686 Rubin reminisced. 
Students seemed to have had a love-hate relationship with Grossman. Some 
thought he was an elitist because of his selection of music repertoire. He only valued 
Westem European classical music. Others appreciated his honesty. ''I'm indebted to 
Grossman who told me that my piano playing was sloppy but that 1 had talent."687 Yet 
"he could be a real maniac around concert time,"688 despite his attempts at joke telling 
during r"ehearsals. 
SCHOOL OF PERFORMING ARTS: CURRICULA 
The SPA was a dual-purpose school that offered students vocational training in 
the atis as well as providing them with a college preparatory academic program. After 
New York State ' s Depatiment ofEducation chartered Metropolitan Vocational ' s 
academic program in 1941, students were allowed to choose which academic track they 
wanted to purse. Once the SPA was established, students were mandated to study 
academic courses that culminated with the Regents exams. David Salten and Harry 
Marcus oversaw SPA's academic department, but they spent the majority of their time at 
Metropolitan Vocational. Metropolitan Vocational's established 1939 music curriculum 
6
x
6 Richard Rubin interview with Peri s Alban, January 30 , 20 I 0 . East Brunswick. N.J. 
687 Linda Shre iber interv iew with Peri s Alban, .January 18, 2010. M a nhattan. NY . 
6~~ .Judith Katz interv iew with Peri s Alban , January 6, 2010. W oodside. Queens . NY. 
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became the backbone of the SPA's music department with some modifications. The 
music curriculum remained unchanged until the 1950s. 
Academic Program 
The academic and music programs were taught in two different buildings at 
Metropolitan Vocational but once SPA opened, both academic and shop subjects689 were 
taught in the new building at West 46111 Street. The academics were as important in the 
minds of the academic teachers as was the vocational arts training. The guidelines of the 
academic syllabus instructed students to be diligent about their work, to choose their 
friends wisely, to spend between an hour to an hour-and-a-half nightly on their studies, to 
complete all homework assignments, and study diligently for qui zzes and exams. 
Otherwise, they could be removed from class. 
Since SPA was a division ofMetropolitan Vocational, David Salten and Hany 
Marcus oversaw its academic cuniculum. They were not sympathetic to the perfonning 
atis subjects, and they did not understand that students who attended the SPA spent hours 
practicing their instruments after going home from school. Students tended to neglect 
their academics. Jolly retained his copy of the academic syllabus. A clear directive 
appeared on the title page: "Read it carefully--Study it--Save it--Refer to thi s 
.c: tl ,690 1requen y. 
Metropolitan Vocational ran a dual academic program, one for those students who 
6~9 This is the term that was used to describe th e music , drama , and dance studios. 
690 Academic Syllabus from Metropolitan Vocational Hi gh School during the 1940s. 
Courtesy of Kirby Joll y. 
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wanted to attend college and another for those who did not. Allowing students to choose 
their academic program was one of Keller's educational philosophies. He was very much 
in-tune to what students wanted, and Metropolitan Vocational provided them with those 
choices. SPA chose to run the pre-college academic program for which they used Jolly's 
syllabus. This academic syllabus informed students that colleges and academies would 
accept their course work grades provided they were acceptable grades since the New 
York State Education Department had approved the academic program in 1941. 
Students needed a total of 16 units divided between English, modem history, 
American history, mathematics, economics, sciences, foreign language, and electives of 
their choice in order to graduate from the school. Students took civics, in which they 
eamed half a unit , dming the first tenn of high school. The syllabus explained how 
students could achieve the required 16 units . Courses typically lasted a full year before 
students could eam the full unit. Students who failed to complete a course received no 
unit for that course. 
The Regents Examinations took place in January and June. 691 Although "no 
vocational student [was] compelled to take them [Regents] those planning to go to a 
d "697 d k h R d . . college or an aca emy - were encourage to ta e t e egents to ensure a m1ttance mto 
college. Keller and the academic teachers emphasized the impmiance of scoring high 
grades on these exams if students decided to take them. Teachers also recommended to 
691 Regents Exams continue to be administered in New York State every January and 
June. 
em Academic Syllabus from Metropolitan Vocational High School during the 1940s. 
Courtesy of Kirby Joll y. 
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students that they prepare themselves for the college admissions process by considering 
colleges as early as their freshman or sophomore years. The academic syllabus concluded 
with a model academic course outline that culminated in a high school diploma as well as 
meeting college requirements. Table 32 lists that model academic outline. 
Table 32 
Model Academic Outline 
Term 
2 
3 
4 
5 
6 
7 
8 
Subjects 
English, Civics, Algebra, General Science 
Engli sh, Spanish, Algebra, General Science 
Engli sh, Geometry, Modem History, Spanish 
English, Geometry, Modem History, Spanish 
Engli sh, lntennediate Algebra, Spani sh , Biology 
English, Bi ology, American History, Physics 
English, American History, Chemistry, Physics 
English, Trigonometry, Economics, Chemistry 
Note. A term or semester is half an academic school year. 
Despite the SPA's rigorous academic program, Katz admitted that academic 
subjects always fell a distant second to the studi o work, and that she had to constantly use 
every ounce of persuasion to get students to complete their mathematics ass ignments . She 
often called parents to inform tl1 em of their child 's progress or lack thereof: 
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I felt like I was constantly pushing my subject. I used every bit of persuasion I 
had, I cajoled, I pushed, I urged, but I never threatened. I called homes. I was 
never reluctant to call a home because I felt a responsibility to let parents know 
that their children weren ' t completing the assignment and homework, and that it 
. bl 693 was maccepta e. 
Katz and students were aware that certain academic teachers were more lax than 
other teachers. Alumni stated that Katz sent you to summer school if you failed her class 
at the end of the year. "Academic teachers were strict but math was the hardest. Trig was 
my downfall and I went to summer school for that. I had Katz for math and she' s the one 
who sent me there,"694 recollected Noone. Lewis did not graduate with his class in June 
1964. Instead he had to attend summer school because he never completed his academic 
assignments. "The academic teachers weren ' t really stiict, but I had to go to summer 
school to get my diploma because I was lazy. I didn ' t care about homework, only my 
music. So I got my diploma at the end of the summer."695 
By the early 1960s the lack of academic rigor worried parents because the school 
offered no academic electives in science or math. Parents thought this lack of academic 
training would hinder their child's opportunity of being accepted to prestigious colleges. 
Katz noted the irony; colleges often accepted SPA students because of their training in 
the perfonning arts. Colleges wanted these types of students because they were inventive 
thinkers: 
It was all very interesting. There was no way I could convince the parents, I told 
them, "Don't worry, they want youngsters who dance because they will be pm1 of 
the perf01ming arts; the music students will be pm1 of orchestras, and drama 
W l Shirl ey Katz interview with Peri s Alban, M arch 10, 2010 . M anhattan. NY. 
<m Lana N oone interview with Peri s Alban, D ecember 18, 2009. Garden City, NY. 
695 Steven Lewi s interview with P eri s Alban, December 29, 2009. Haz let, NJ . 
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students will perfonn in drama productions. The school did a pretty good job in 
. h d 696 prepanng t e stu ents. 
There were heated discussions between the academic and studio depmiment 
faculty at monthly conference meetings, remembered Katz. Academic teachers often 
lamented that students cared little if at all about their academics. Katz also admitted that 
the school should have hired academic teachers who were sympathetic to a performing 
arts training, who "appreciated the fact that students practiced hours after school and 
continued with music lessons and dance classes."697 Katz believed that SPA 's academic 
teachers should have attended a variety of performing mis perfonnances while teaching at 
the school. If they had, they would have realized the discipline and dedication these 
students needed to cultivate if they were to become successful miists . Subsequently, 
teachers could have "made every kind of provisions to enable students to be successful in 
their academic work."698 
By the 1980s all students were expected to ' 'graduate with a Regents diploma,"699 
and there continued to be no calculus and physics electives and no ·'real electives in 
music either. You had to take all the classes. " 700 
Music Curriculum 
Metropolitan Vocational introduced music into its curriculum in 1937 after Keller 
and the BOE hired Grossman. Grossman wrote the curriculum and used HSMA 's 
696 Shirley Katz interview with Peri s Alban, March 10, 20 I 0. Manhattan, NY. 
697 Ibid. 
698 Ibid. 
699 Michael Ladennan interv iew with Peris Alban, .January I 0 , 2010. Manhattan, NY. 
7110 Ibid. 
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curriculum to infonn his decisions regarding a rigorous and valid music study for 
Metropolitan Vocationa1. 701 According to Grossman, the original1937 approved music 
syllabus included theory, hannony, dictation, sight-singing, music history, and orchestral 
studies. 702 Once the BOE appointed additional music teachers, Metropolitan Vocational 
put the curriculum into place. 
Joll/03 stated that private music lessons and projects,704 which were end-of-year 
examinations, were not part of the music cuniculum at Metropolitan Vocational. These 
components were included in the SPA ' s music curriculum once it opened in September 
1948. 705 The music faculty chose orchestral and band repertoire from the traditional 
Western Canon, and students studied original scores, not high school arrangements. Jolly 
remembered, "We didn ' t play watered-down versions of music, we played difficult 
music. We perfonned some of the classics in orchestra and band so it expanded our 
. I k I d " 706 mus1ca now e ge. 
By 1950, two new music courses were added to the music cuniculum--201h 
century music history in conjunction with the music history course, and an 
instrumentation class. Students learned how to compose for an orchestra, various 
ensembles, and string groups in instrumentation class. The 1949-1950 music syllabus 
70 1 Julius Grossman shared this information with Barry Plaxen during their interview in 
1995. 
701 There is no archived copy of the original 1937 music syllabus, which was approved by 
both the AB and the BOE in 1939. Unfortunately, Grossman 's daughter .lean and wife Ruth do 
not have a copy of the original music curriculum either. 
70
·' Kirby Jolly graduated in January 1948 fi·om Metropolitan Vocational High SchooL 
7
n
4 The term project was used instead of the term jury in the school's formative years. The 
tenn did not officially change until the school moved to Lincoln Center in 1984. 
70
' Kirby Joll y and Anthony Deangeli s confirmed Grossman 's testament that the other 
music classes were part of the mus ic curriculum r~t Metropolitan Vocational High School. 
7111
' Kirby Jo ll y int ervi ew with Peri s Albiln, December 18 , 2009. Jericho. NY. 
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emphasized performance, and teachers assessed students ' end of term projects to monitor 
students ' perfonnance progress. The other courses remained unchanged fi·om the original 
music curriculum: 
The Vocational Music department of the High School of Performing Atis Annex 
offers a great deal to a student who intends to make music his profession. Twice 
during the school tenn, he has an opportunity to perfonn before a small audience. 
At the end of each term, he plays musical selections assigned to him during the 
term and in this way, the teachers can determine his progress. The subjects 
covered in this course are: 
Music History: The student acquires a knowledge of composers from Bach to 
Bartok and leams to criticize and appreciate music. This tenn a new class is being 
offered in 20th century music. This is a study of the connection between the 
modem world and modern music. 
Th eory : The student is required to study theory for three years dming which time 
he gets a thorough knowledge of chord structure, harmonization, solfeggio and all 
the other background matters relating to music composition. 
Instrumentation: This is a new class in which the student leams in a year how to 
write for the symphony orchestra. While working toward this goal , he leams how 
to write for string qumiet, trio and ensemble, and for reeds. Both thi s class and the 
20th century music class were introduced by Mr. Atihur Aaron, of the P.A. Music 
faculty . 707 
Symphonic Band, Orchestra, Dance Band. 
String Ensemble: Piano students study a "secondary" instrument in order to play 
in these groups. This affords an excellent experience, first, they learn to play a 
new instrument and, second, it gives them an oppotiunity to play with a larger 
group under a conductor. 708 
In the early 1950s several students auditioned on accordion and were accepted at 
the school. Accordion players, like pianists, were mandated to choose a secondary 
instrument for the duration of their studies but for the tenn projects students perfonned 
on their primary instrument, piano or accordion. Marilyn Amold, a 1957 graduate, 
remembered perfonning anangements of classical music on the accordion since some 
7
<1
7 There is no date as to when Arthur Aaron establi shed these two music courses. 
/ <IX Metropolis Yearbook, Class of .J anuary 1950. A&F Association Offic e, M anhattan, 
NY . 
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music teachers considered it a "folk instrument. No serious music had been composed for 
it."709 Arnold practiced for hours and always excelled in her projects, yet she experienced 
Grossman's prejudice towards the accordion: 
This was the SPA' s anomaly: they accepted the accordion nominally. The 
accordion was a very popular instrument at the time but they didn ' t really accept 
it because the powers that be, i.e. the chairman of the music department never 
opened up to the expanded version of the accordion. That's not to say he didn ' t 
grade you well on the projects but he didn't give you the same opportunities that 
1 h 0 1' 7 10 1e gave ot er mstrumenta tsts . 
When instrumentalists scored an "excellent" for the project Grossman invited them to 
perfonn on WNYC. 7 11 Additionally, these students auditioned for the opportunity to 
perform a concetio at Town Hall with the Local 802 Musician 's Union Orchestra, and at 
the 92ncJ StreetY. Amold, despite having received an "E" on her projects, never received 
Grossman ' s invitation to perfonn on the radio or audition for the concetio conceti. 
Instead, she perfonned at Metropolitan Vocational as a consolation prize: 
I hadE ' s on my projects but I never got to perform one of the prestigious venues 
because of the prejudice of the chainnan and this frustrated me. I did get an 
opportunity to play down at Metropolitar] Vocational finally, but that was a 
I 0 0 71? conso atwn pnze. -
Other music teachers were more accepting of the accordion, and Amold was very 
grateful for Aaron's encouragement because he realized the accordion's potential. She 
adored Aaron, who managed to arrange a time in his schedule for an accordion quartet 
class. He also pushed for Amold to perform in public, but he couldn ' t over-rule 
Grossman ' s decision : 
70~ Marilyn Arnold interview with Peris Alban, January 9, 2010. Garden City South, NY. 
7 10 Ibid. 
71 1 WNYC was New York City's popular radio station. 
7 1
:' Maril yn Arno ld interv iew with Peri s Alban, .Tamwry 9, 2010 . Garden Ci ty South. NY. 
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Aaron was such a gem, he was so open and he realized that the accordion was a 
prominent instrument. He opened himself to the idea and fanned an accordion 
quartet. He arranged for a period a week where we could go play together and we 
played arrangements of Baroque music. He did push for me but he couldn't over-
rule Mr. Grossman.7 13 
During Arnold's senior year Grossman approached her and invited her to perform 
at graduation. She was so excited and so honored at being invited that she went to Aaron 
to share the news with him. 7 14 He in tum explained to Amold the real reason behind 
Grossman 's invitation. Arnold should have been awarded the music medal ptize in her 
senior year, but since Grossman saw no value in the accordion, he did not award her the 
medal. Her consolation prize was to perfonn at graduation. She felt bitter over 
Grossman's decision not to award her the medal solely because she played the accordion: 
Grossman invited me to perfonn at the SPA ' s graduation. I felt honored at that. 1 
told Aaron about this because he was my homeroom teacher in senior year, and 
Aaron said, "That was your consolation prize because he [Grossman] wouldn't 
give you the music medal prize." Because I played the accordion he knocked me 
down. That made me bitter. It shocked me because I had always been accepted 
d I d 1 . . d" 7 15 an now was expose tot 11s preJU Ice. 
In spite of this seemingly harsh treatment, Arnold spoke with pride about her time 
at the SPA and that it had been a beneficial and rewarding experience. " It changed my 
life forever. I became intensely serious about my music. The school opened me up to 
another world ofmusic."7 16 Amold stated that the SPA never phased out the accordion; 
rather the accordion phased itself out. She does think that the school should not have 
accepted accordion students if it wasn't going to accept the instrument and give it the 
m Marilyn Amold interview with Peris A lban, January 9, 20 10. Garden C ity South, NY. 
7 14 Arthur Aaron was Amold ' s homeroom teacher as we ll. 
7 15 Marilyn Arnold interview wi th Peris A lban, January 9, 2010. Garden Cit y South. NY. 
7 16 Ibid . 
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same prominence as other instruments. 
Arnold ' s classmate and close friend , Carol Ann Hartman, testified that she never 
experienced prejudice to the same degree as Arnold had, because she never received an 
"Excellent" in her projects so she never worried about performing on the radio or 
auditioning to play at Town Hall. Hartman agreed with Arnold ' s statement that the school 
changed her life forever. She learned everything she needed to know about music at SPA, 
which sustained her career as a private music teacher after she graduated: 
I wouldn't be where I am now if it wasn't for the school. It taught me how to eam 
a living. I could never have learned everything I needed to know about music 
from my private teacher. The SPA taught me theory, music history, how to 
conduct and compose. 717 
Students were mandated to take cross-curricular courses during the school ' s first 
decade. Music students were required to study drama, drama students studied music, and 
dance students studied voice and diction. The administration ' s rationale was " to make 
sure all teens [had] an integrated picture of the arts. "718 By the early 1960s this mandate 
ended. 
The BOE considered the SPA ' s first year an experiment in vocational perfonning 
arts training much as it had viewed the HSMA ' s first year as a specialized academic high 
school focusing on music and ati in 1936. Like the HSMA, the SPA proved to be 
successful in its mission. At the conclusion of 1954, the BOE highlighted the SPA ' s 
cuniculum in its bi-monthly publication, Curriculum and Materials. The school's 
717 Carol Ann Hartman interview with Peris Alban , January 9, 2010. Garden City South , 
NY. 
7 1
x Victoria Lee, .. Arti s ts Learn Ease and Cues:· in New York World Telegram , May 27 , 
1955 . The New York Publi c Library ror the Performing Art s. Manhattan, NY . 
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admissions requirements were described as a "rigorous competitive audition before a 
panel of experts,"719 and although the school building had been somewhat renovated to 
accommodate the performing arts classes, what made the school distinctive to board 
members was its "atmosphere ofbustling creativity and high student morale."720 
A typical school day consisted of a total of eight instructional periods, four for the 
perfonning arts, and four for academic subjects in addition to homeroom. Students were 
expected to show as much progress in their academic work as they did in their 
perfonning arts classes. The academic work was comparable with other high schools and 
nearly three quarters of the graduating classes continued their education in college: 
The academic work at Performing Arts is similar to that on any academic high 
school. Students have a creditable record in Regents examinations and 70% of the 
graduates go to college. Many receive scholarships. Academic studies are 
enriched through integration with the perfonning mis. 721 
The BOE included a skeletal music cun·iculum in its 1 954 publication, which 
listed courses in " theory, dictation and sight singing, history and literature of music, 
hannony, and various types of instrumental, band, orchestral and dance music."722 The 
music department mandated student perfonnances before both the music faculty and 
members of the advisory commission to demonstrate progress on their instruments, while 
students had additional opportunities to perfonn with the orchestra, chorus, and band. In 
addition to regular school conce1is, Grossman provided an opportunity for several music 
7 19 
·'School ofPerfonning Arts: Metropolitan Vocational High School Unit Offers 
Training in Drama , Dance and Music,' · November-December 1954. Municipa l Archives, 
Manhattan, NY. 
720 Ibid . 
72 1 Ibid . 
722 Ibid . 
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students to perfonn a concerto on radio stations, namely WNYC and WQXR. A select 
few were chosen as soloists with the Local 802 of the Musicians ' Union Orchestra. 
Each student had an advisor who counseled students in both school and personal 
issues if needed, and the advisor assisted those students who needed additional guidance 
in adjusting to high school. The advisory committee played an important role in the 
school's success, and its members supported and encouraged students and faculty 
wholeheartedly. 
Although the school had been in existence for nearly seven years, the BOE 
deemed it too early to "judge the role of the school in shaping careers," 723 but that the 
number of graduates who had already entered the music field was "impressive." 724 The 
BOE hoped for the continued success of the school under Keller ' s leadership, so that it 
could "offer the best possible training for the perfonning artists oftomonow."725 
End of Year Projects and Class PeJ:formances 
The music department faculty invited professionals who served on the Advisory 
Commission to come and evaluate students during their annual June juries, or "projects." 
In addition to preparing for the projects, music students had to perfonn in regular music 
classes for peer assessment. When members of the music commission met with the BOE 
in December 1945, they were adamant that professionals from the perfonning arts world 
be invited to spend time with students at the school. The commission hoped that these 
72
" ·'School of Perfom1ing Arts : Metropolitan Vocational High School Unit Offers 
Tra ining in Drama, Dance and Music,' ' November-December 1954. Municipal Archi ves, 
M anhattan , NY . 
72 ~ Ibid. 
725 Ibid . 
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visitations would encourage students to continue in the profession after graduation. 
In June 1955, Aaron Copland visited the school to evaluate music students. 
Hinton 726 recounted her experience of perfonning before the composer. She was nervous 
but appreciated his words of encouragement to her as a performer. He had listened to 
technically proficient performers all day, but her rendition demonstrated emotional 
sensitivity and passion. Copland gave Hinton an A 727 for her project grade: 
My senior project, which was a selection by Schumann, was judged by Aaron 
Copland. I was so intimidated by having a well-known composer and conductor 
evaluate my work. What he said was very affinning. Mine was one of the last 
projects of that day. He told me that he had been listening all day to technically 
proficient perfonnances which had lacked feeling . He said that he sees no point to 
a perfonnance of music which does not take the listener from where he is to some 
other place, emotionally, but my rendition of the selection had showed emotional 
. . . d . H A c h ns sensitivity an passiOn. e gave me an 10r t at. 
Students prepared two contrasting pieces for the projects of which one had to be a 
movement from a concerto, and they had to perfonn one piece from memory. Also 
required were two etudes, and all scales and arpeggios. Ladem1an acknowledged that it 
was easy to forget to "practice your scales because you were too busy learning your 
major piece. The examiner didn ' t appreciate it when you messed up your scales."729 For 
some students the projects cast a dark shadow over them until they passed . ''I dreaded the 
projects. " 730 " I remember the projects. They were very, very scary." 73 1 Students were 
726 Paula Hinton was a piano major and her secondary instrument was the clarinet. She 
graduated in 1955. 
727 Hinton regretted that she could not find the eval uation form but she believes that it is 
stored somewhere in her home. 
NY. 
m Paul Hinton e-mai l conespondence with Peris Alban, Apri l 7, 2010. 
729 Michael Laderman interview w ith Peris A lban, January 10, 20 10. Manhattan , NY. 
no Jeanette Sinibaldi interv iew w ith Peri s A lban, January 7, 20 I 0 Rego Park. Queens, 
71 1 Norman Kunitz interview with Peris A lban. December 30. 2009. Commack. NY 
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aware that if they failed the end of year project, they could be asked to leave the school. 
"After projects it was scary to go back [to school] because there'd be a purge since 
students were asked to leave,"732 remembered Noone. 
When students perfonned in front of their peers in music class the teachers 
recorded their perfonnances, and fellow classmates wrote performance critiques. Dubin 
remembered that despite a broken tape recorder the day of her perfonnance, she still had 
to perform for her classmates and teacher. 733 Sullivan 734 described these classes as 
master classes and stated that they were extremely valuable, while Ladennan 735 said the 
classes prepared him for college perfonnance classes. 
Extra-Curricular Musical Activities 
The school orchestra under Grossman 's direction performed yearly conce1is at 
Town Hall with members of Local 802 of the Musicians Union. In April 1955, the 
orchestra pmiicipated in the National Music Week celebration. Jansen736 and Downes737 
were guest speakers at the event, and they commended Grossman ' s work with the music 
students. Jan sen also paid tribute to the musicians of Local 802, for sharing the 
perfonnance stage with students. This collaboration taught young perfonners that they 
needed more than mere technical ability for public performances. Perfonning required an 
emotional connection with the music, and young performers experienced that emotion 
n 2 Lana Noone intervi ew with Peri s Alban, December 18, 2009. Garden C ity, NY. This 
purge happened less often in the music department than in the drama and dance departments. 
731 H anna Dubin int erv iew with Peris Alban, March II, 2010. Larchmont, NY . 
7:14 Elvira Sullivan interview with Peri s Alban, .January 24, 2010 . Manhattan, NY . 
715 Michael Laderman interview with Peri s Alban, January 10, 2010. M anhattan , NY. 
nc, William Jansen was Superintendent of Schools. 
n l Olin Downes. Music C riti c of the Ne 11 · York Times . 
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when performing alongside professional musicians: 
I am sure the boys and girls who have perfonned this aftemoon, and who will 
perform in the remaining two numbers, are very happy about the wonderful 
opportunity that this kind of arrangement gives them for demonstrating not only 
to their friends, but to themselves, how far advanced they are in their training. 
There can be no denying that this is a very valuable aftemoon for them, because 
playing with the well-trained musicians shows them, I think, that music is not 
only taught but some of it has to be caught. When a young musician hears the 
trained musician play, he gets something that he can get in no other way. I think 
he realizes that there is more to music that just the technique. He becomes more 
aware of the meaning that is behind the musical sound, and he knows that he has 
1. d . 1 . 738 1stene to mus1ca genms. 
Downes reiterated Jansen ' s message while he hoped that the SPA would 
encourage other public schools to include music studies in their programs. "The adequate 
teaching of music in all the grades, not merely in the high schools, but in the lower 
schools where there are people of younger years, is indispensable to a meaningful 
education." 739 
Music students retumed the following year [May 1956] to perfmm another 
conce1i with the Associated Musicians of Greater New York in Town Hall. Silver740 
spoke and brought the BOE's greetings and best wishes to the music students and the 
professional musicians. Silver commended the collaborative work that continued between 
Local 802 of the Musicians Union and the BOE, and he appreciated the tireless work of 
the AB, "which operate[ d] directly through our school system in establishing a wann 
bond between New York 's vast educative enterprise and every industry and field of 
nx William Jansen, Address in ·'Observance of National Music Week at Town Hall, .. 
April 30 , 1955. Municipal Archives, Manhattan, NY. 
T\'! Olin Downes in ··observance of National Music Week at Town Hall ," April 30 , 1955 . 
Municipal Archives. Manhattan. NY. There is no concert program ava ilable for that event. 
7~° Charles Sil ver. Pres ident of the BOE. 
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professional opportunity in our metropolis."741 Furthe1more, the AB was vigilant in what 
students needed in te1ms of their education to ensure employment after graduation. 
"Teaching young people how to make a living is just as vital as teaching them how to 
1ive,"742 admitted Silver. 
When music students and members of Local 802, American Federation of 
Musicians, perfonned under Grossman's direction for National Music Week at Town 
Hall, in May 1957, a New York Times reporter reviewed the performance. The reporter, 
impressed by the soloists ' perfom1ances, concluded that music standards were high at the 
school. "The performance of the young soloists, all still in their teens, [gave] an 
indication of the high musical standards that exist[ ed] at the High School of Perfonning 
A1is. " 743 The soloists chose works from the standard West em repertory, "that pose[ d] a 
challenge to mature perfom1ers."744 Table 33 lists the concertos performed by SPA 
soloists on May 4, 1957. 
74 1 Charles Silver, Address at Joint Concert of Students of High School of Perfonning 
Arts and Associated Musicians of Greater New York at Town Hall , May 5, 1956. Municipal 
Archives, Manhattan, NY. 
742 Ibid. 
w J . B., ·'Student Soloists Heard in Concert: National Music Week Event at Tow n Ha ll 
Presents High School Perfom1ers,'· Ne H· York Times , 5 May 1957. 
w lbid. 
Table 33 
Concertos Perfonned at Town Hall 
Composer 
Ludwig van Beethoven 
W.A. Mozart 
Ludwig van Beethoven 
Camille Saint-Saens 
Edward MacDowell 
Charles Gtiffes 
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Concerto 
Concerto No. 1 for piano 
Violin Conce11o No. 5 in A (K. 219) 
First Movement 
Concerto No. 2 in Bb for piano 
Adagio and Rondo 
Cello Conce11o, First Movement 
Conce11o No. 2 in d minor, Larghetto 
Poemfor Flute and Orchestra 
School of Performing Arts ' Parents Association 
Parents were involved with school activities once the SPA opened and organized 
a Parents Association in spring 1951. The Association printed its constitution in the Class 
of 1951 Yearbook, which stipulated the association ' s responsibilities. These included (a) 
parent education; (b) improvement of education and health services for their children; (c) 
promotion of a healthy home-school relationship, and (d) development of relationships 
with outside individuals, groups, and organizations that might be of assistance to the 
school and its students. 
On May 19, 1951 , the Parents Association organized its first Banquet and Dance, 
held at the Hotel Astor in Manhattan. Dignitaries from the BOE, faculty , parents, and 
students attended the event. The banquet honored Keller, and as part of the festivities the 
Parents Association produced the Yearbook for the seniors. The Yearbook included 
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greetings from BOE members who were instrumental in establishing the school, and who 
were present at the banquet. Table 34 lists those BOE members who were instrumental in 
the SPA's establislunent in 1948. 
Table 34 
BOE Members Instrumental in Establishing the School 
Member 
Maximilian Moss 
Morris Warschauer 
William Jansen 
Victor Burger 
Morris E. Siegel 
Charles Bensley 
John M. Coleman 
Charles Gilman 
BOE Affiliation 
President of the BOE 
Secretary to the BOE 
Superintendent of Schools 
Assistant Superintendent 
Assistant Superintendent 
Member of the BOE 
Member of the BOE 
Auditor for the BOE 
Siegel infonned the audience that SPA was still in its infancy stage and needed 
nurturing from administration as well as from parents and sponsors . This nurturing would 
ensure that the " infant school was given the advantages ofbuilding, equipment, and 
teachers, [and that] under the leadership of Franklin J. Keller, and the excellent Advisory 
Committee, it would take its pl ace as one of the outstanding educational institutions,"745 
the city had to offer. Coleman congratulated Kell er and the school , stating that while the 
145 Morri s E. SiegeL Greeting in SPA' s 195 1 YearBook. A&F Association Office. 
Manhattan. NY. 
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school had been "an experiment,"746 that first year, "today [1951] it was a model ,"747 for 
future performing arts institutions. Burger summarized the school ' s journey thus far and 
praised Keller for convincing the BOE to establish a school for the benefit of those 
students aspiring to a performing mis career. Burger also praised the parents for 
supporting Keller. 
Monis Warschauer reminisced about the BOE's venture and some of the board 
members ' opposition to SPA 's establishment. Critics believed that the BOE should not 
have established a pre-professional high school because it was outside its jurisdiction: 
When in April 1947 the Board of Education approved the Program of 
Requirements ... for . . . the proposed School ofPerfonning Atis ... there were 
many who believed that the Board of Education was embarking on a new 
conception of public education which would, if followed through in other fields of 
instruction of a somewhat similar nature, involve the City of New York in vast 
expenditures for purposes not heretofore deemed the responsibility of the City or 
the ofBoard. 748 
Warschauer advocated for the school ' s establishment, and he was happy to report that by 
1951 the school was successful in its mission of providing pre-professional training for 
students prepming for careers in the mis. Warschauer also speculated that the school 
needed further modernization or perhaps a new facility to accommodate all the talented 
students who wished to attend. He paid tribute to those graduates who were already 
working in their respective fields , and acknowledged those persons who had fought for 
the school's establishment: 
7
"
6 John M . Coleman in Greeting in SPA ·s 1951 Year Book. A&F Association Office, 
Manhattan , NY. 
747 Ibid. 
74 ~ Monis Warschauer, letter in , 1951 Year Book. Parents Associati on , High School of 
Perfo rming Arts. A&F Assoc iation Office. Manhattan , NY. 
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With applications for admission greatly in excess of its present facilities in a 
make-shift building, the School of Perfonning Arts is destined to become one of 
our most successful vocational schools, and the prediction is made that eventually 
there must be serious consideration given to the construction of a modem building 
to house this school . . .. 
The fine results achieved by the students of the School of Perfonning Arts 
have fully justified the confidence of those who successfully fought for its 
organization and it is to the everlasting credit of those fine citizens connected with 
the theatre and the musical world who aided in its fonnation that this school has 
been made possible . ... 749 
Notwithstanding the SPA's success thus far, it needed a new building to fully 
function as Keller had envisioned. Therefore, Isaac Fuhnnan 750 suggested that, "A new 
building with adequate facilities for the departments of dance, drama and music [was] 
necessary for the school to function at its maximum capacity."751 Parents hoped that the 
school could sever ties with Metropolitan Vocational and become its own institution. 
When the BOE began considering paiting the SPA with a general education high 
school located on Manhattan ' s west side in the late 1950s, SPA parents were displeased. 
This displeasure turned into outrage when Schuman proposed on December 11 , 1958, 
that the school merge with the HSMA. The Parents Association protested both these 
options. Like the parents of the SPA, the HSMA parents also protested Schuman ' s 
proposal since they regarded the SPA 's vocational education inferior to that of the 
HSMA ' s pre-college preparatory program. The BOE ultimately merged both schools 
deeming the merger cost effective despite the schools ' conflicting missions and 
philosophical objectives. 
WJ Manis Warschauer, letter in, 1951 Year Book, Parents Association, High Schoo l of 
Performing Arts. A&F Association Office, Manhattan, NY. 
751J Fuhrman was Vice-President of the Parents Association. 
751 Isaac Fuhrman, in Greeting in SPA· s 1951 Year Book. A&F Association Office, 
Manhattan. NY. 
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Building Renovations 
Before the SPA opened in September 1948 at 120 West 46111 Street, the BOE had 
authorized limited renovations to the building, but it still required a tremendous amount 
of work. Alumni and fonner teachers described the school building as follows: " the dance 
room was like a gymnasium," "old, decrepit with plaster falling off the wall," "broken 
windows," "slum," "cracked walls and cracked windows, and desk chairs that had 
scratches on them ." Despite the building' s shortcomings students and faculty loved the 
character of the old building. " I loved every scratch and every broken piece of wood that 
I came across. " 752 For some it was like working in a castle. The students ' creativity 
compensated for the deficient and inadequate facility. While classes were overcrowded 
disciplinary problems were held to the very minimum : 
... I taught social studies at the School of Perfonning Arts, a specialized high 
school in music, dance and drama. The building is very old but we lived in a 
castle. Facilities are meager, but the youngsters are inspiring. Classes are 
overcrowded, but the disciplinary problems, the kind found in the average 
neighborhood school are practically non-existent. 753 
In February 1953, members of the Division of Housing, the Bureau of 
Construction, and the Budget Directors Office surveyed the school building and 
. recommended to Jansen 754 that the building not be modemized because of its already 
poor condition. When Diedrich F. Lehne1i, Superintendent of Plant Operation and 
Maintenance, discovered that the school ' s boil er plant needed major renovations, he 
752 John Steinmetz, "On 46 111 Street ,'' Documentary about SPA, 2007. Used w ith 
permiSSIOn. 
753 Leo Blond, ' ·More on Specialized Vs . Neighborhood Schoo ls, .. in "Strengthening 
Democracy," Board of Educat ion of the City ofNew York, May 1957, Vo l. 9, No.5. Municipal 
Archi ves, Manhattan , NY. 
754 William Jansen was Superintendent of Schoo ls. 
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realized that the BOE would have to spend some money to modemize both boiler and 
building. Lehne1i investigated several options. In May 1953, Lehnert proposed to the 
BOE that they change the cunent boiler plant to a more cost effective steam system. 
Despite the BOE 's aim to avoid spending any money renovating the SPA's building, 
board members realized that the school needed a working boiler and approved Lehne1i 's 
proposal to install a new steam system at the school. 
In response to the BOE 's reluctance to modemize the cunent facility, members of 
the AB under Lewisohn 's supervision began a tentative search for a new school building 
in December 1953. BOE's President Silver recommended to Lewisohn in a December 3, 
1953 letter that they delay meeting with Commissioner Robe1i Moses regarding the 
viability of a new building until the engineers had completed their estimate for repairing 
the old building. Since the BOE reversed its earlier decision and prepared to modemize 
and renovate the school building largely because of the malfunctioning boiler, the 
meeting between Silver, Lewisohn, and Moses never mate1ialized. 
In March 1954, Keller finally received ' 'a copy of the "Bid Book," for the work to 
be done at this school ,"755 at an estimated cost of $83, 225.00. He sent an appreciative 
letter to Silver stating that everyone at the school was thrilled about the prospects of 
finally having a modemi zed building, which would be "better looking, more livable, and 
really useful. .. "756 The school could finally provide its students with the best possible 
education in the perfom1ing arts once the renovations were completed: 
NY. 
755 Franklin .l. Keller to C hml es Sil ver. March 19. 1954. Municipal Archives. Manhatta n , 
75(' Ibid. 
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The technical men in the Bureau ofPlant Operation and Maintenance have been 
wonderfully cooperative. It has been a great pleasure to work with them. It seems 
that we are getting just those things that are absolute] y essential , just what we 
need for effective education in the performing arts. 757 
Keller did not specify what "those things" actually were. The BOE and the Board of 
Estimates approved the renovation work at the SPA on April 8, 1954. Renovations took 
place during the summer months, and by the end of September the work neared 
completion. 
BOE Promised to Continue Supporting SPA 
The SPA held a commemorative exercise in honor of Margan~:t Lewisohn on 
February 16, 1955, who was killed in an automobile accident in 1954. Lewisohn, a 
staunch supporter of vocational education, had been the chairperson of the Music 
Advisory Committee since its inception in 1939. Faculty, students, and the administration 
paid her tribute and dedicated a plaque in her memory to be displayed at the school. 
Keller invited Silver, a personal friend ofLewisohn, to speak at the commemorative 
exerci se, but due to "such a heavy schedule of appointments,"m he failed to attend . 
Silver asked Keller to apologize on his behalf and sent Jacob Greenberg to deliver his 
remarks . Greenberg assured the listeners that Silver intended on continuing to suppoti the 
school and its endeavors because he was very interested in the students ' achievements. 
757 Franklin J. Keller to Charles Silver, March 19, 1954. Municipa l Archives , Manhatta n, 
NY. 
N Charles Silver to Franklin .1 . Keller, February 14. 1955 . Muni c ipa l Archives , 
Manhattan . NY _ 
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Marguerite Cullman 759 assumed the position of Chainnan of the Advisory Commission 
on the Performing Arts following Lewisohn ' s death. 
SPA 's Success/it! Graduates in the Professional Field 
Keller submitted a "Placement of Graduates and Present Pupils in the School of 
Perfonning Arts (Division ofMetropolitan Vocational High School)"760 report to the 
BOE in April 1956. The report documented the school's successful graduation rate since 
its 1948 establislunent. It also included Eartha Kitt's name because she had a successful 
perfonning atis career since graduating from Metropolitan Vocational in the early 1940s. 
During the SPA 's first decade, the BOE monitored the school and the accomplishments 
of its graduates. Although the BOE mandated principals of city schools to report their 
Regents scores, coursework scores, and number of graduates, they required SPA to 
submit additional statistics to defend the school's success. 76 1 Additionally, members of 
the board often anived unannounced at the school to observe students in their daily 
classes. 
When Superintendent Pigott met with the AB in December 1945, one ofhis 
concerns had been the viability of employment for students upon graduation. In response 
to his concern, AB members had replied that predicting a student ' s employment 
759 Cullman always signed official documents Mrs. Howard S. Cullman, utilizing her 
husband' s first name a tradition during this time period. 
76
° Franklin J. K ell er , "Placement of Graduates and Present Pupil s in the Schoo l of 
Performing Arts (Division of Met ropolitan Vocational High School) ," April 16, 1956 . Municipal 
Archi ves, Manhattan, NY. 
7
<>
1 Faculty who interv iewed with me provided her with thi s informat ion. These fac ulty 
members were: M c:njorie Dycke: Shirley Kat z: Paul Reisch: William Britton, and Gera ld Trevo r 
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prospects was difficult because the field was unpredictable even for seasoned 
professional artists. The only guarantee Keller could provide the BOE was the knowledge 
that SPA ' s students were well prepared for life after graduation. Table 35 identifies 
successful SPA student graduates in the first decade. 
Table 35 
Graduates ofthe SPA 1948-1958 
Graduates Studio Graduation Year 
Eartha Kitt Drama 1942/43 * 
Dom DeLuise Drama 1951 
Herb Gardner Drama 1952 
Diahann Canoll Drama 1953 
Suzanne Pleshette Drama 1954 
Michael Kahn Drama 1955 
Richard Benjamin Drama 1956 
Susan Strasberg Drama 1956 
Joel Hirschhom Music 1955 
Nonnan Walker Dance 1952 
Tony Mordente Dance 1954 
Brunilda Ruiz Dance 1954 
Cora Cahan Dance 1957 
Dudley Williams Dance 1957 
*No documentation states whether Kitt spent three or four years at Metropolitan 
Vocational High School. Since the SPA was a natural development of Metropolitan 
Vocational, Kitt always associated herself with the SPA rather than Metropolitan 
Vocational High School. 
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Keller introduced stenography and typing courses at the SPA in the 1950s, 
because of the unpredictability of employment in the performing arts so that " the young 
graduate [would] not be without some means of support in the inevitable periods between 
engagements." 762 Keller avoided "playing the game of politics" with the BOE, and his 
April 1956 repOii painted a truthful account ofthe graduates ' last known location, as well 
as explaining to the BOE that such a report, by its very nature, was somewhat inaccurate. 
Keller reported that some students, while pursuing college degrees, taught music for 
financial gain, but that that data was not included in hi s rep01i because they were still 
students. However, he emphasized that the school had prepared these students adequately 
because they were active in their professional field of study. Fmihem1ore, Keller 
reiterated that documenting the current status of graduates in the performing arts proved 
to be somewhat more diffi cult than documenting successes in other vocations such as the 
needle, 763 food , and electrical trades because some graduates might have been in-between 
work while he prepared hi s report. These caveats did not mean that the school had failed 
to adequatel y prepare its students. 
Grossman seconded Keller's preambl e and added , "Although the greatest progress 
in music is made during the high school years, many more years of stud y are required to 
complete a musical education.' '764 Grossman noted that those students who hoped to 
762 Franklin J . Keller, '" Placement of Graduates and Present Pupils in the School of 
Perfonning Arts (Divi s ion of Metropolitan Voca ti onal Hi gh School)," Apri l 16, 1956 . Municipal 
Archives, Manhattan, NY. 
76
-' Today thi s is referred to as ga rment trade. 
764 Julius Grossma n in Franklin .1 . Ke ll er, .. Pl aceme nt of Graduates and Present Pupil s in 
the School of Performing Art s (Di vis ion of Metropolitan Vocati onal Hi gh School),". Apri l 16 , 
1956 . Muni c ipal Archi ves, M ;:mhatt<:ln. NY. 
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become music teachers needed to be good perfonners as well. Thus, a college education 
in music studies was vitally important to them. Table 36 lists which colleges and 
universities select SPA students attended following graduation. 
Table 36 
Colleges and Universities Attended by SPA Graduates 
College and University 
Boston University 
Brandeis University 
Columbia University 
City College 
Mannes College ofMusic 
Oberlin College 
Potsdam College 
Hunter College, NY 
Queens College, NY 
Brooklyn College, NY 
Manhattan School of Music 
Juilliard School 
Course of Study 
Music Degree 
Music Degree 
Music Degree 
Music Degree 
Music Degree 
Music Degree 
Music Degree 
Music Education 
Music Perfonnance 
Music Performance 
Music Performance 
Music Perfonnance 
Note. Data were recorded for a five-year period, 1950-1955 . 
Other graduates, who had successfully graduated from college, were already 
... 
teaching music in schools such as the Buffalo public schools and Greenwich Music 
School , while two former students continued their studies at the Paris Conservatory of 
Music . Several graduates were instrumentalists with renowned orchestras and reputable 
jazz bands. Table 37 lists the perfonning groups that included SPA graduates. 
Professional accordionists perfonned in various venues with reputable bands although 
Keller did not name the bands or provide venue locations. 
Table 37 
Performing Groups with SPA Graduates 
Performing Group 
Boston Pops Orchestra 
National Orchestra of America 
Miami Symphony 
Symphony of the Air 
Havana Symphony 
Tony Pastor Dance Band 
Dance Band at the Hotel Taft 
Ray Eberle Dance Band 
Relocation Rumors 
Despite the success of the school in preparing students for a career in the 
professional field and the modemization of its facilities, relocation rumors began 
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swirling in 1955 . The first rumored a SPA merger with Indust1ial Art High School. The 
Advisory Commi ssion opposed thi s merger, and Cullman stated the commission's 
disapproval in May (1955) in a letter to Si lver. Cullman also forwarded Silver a copy of 
the Minutes of the Advisory Commission ·s meeting of April 20, 1955. Si lver replied to 
Cullman by mid-May informing her that both her letter and minutes had been forward ed 
to David H. Moskowitz, Associate Superintendent in charge of the Division of Housing. 
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Cullman sent her next letter to school superintendent Jansen, on June 27, 1955. In that 
letter she outlined four proposals to the BOE from the Advisory Commission on the 
Perfonning Arts, for the continued success of the school once Keller retired in June 1957. 
The Advisory Commission feared that the BOE did not understand or appreciate the 
school's philosophical objectives and mission. With Keller's immanent retirement, the 
commission wanted to ensure the school's continued success as a double-purpose school. 
The commission ' s foremost recommendation was that SPA be established as its own 
organization. Table 38 lists those four proposals. 
Table 38 
Advisory Commission's Four Proposals to the BOE for the Continued Success of SPA 
Proposal 
Proposal No. I 
Proposal No. 2 
Proposal No. 3 
Proposal No.4 
That on or before September 1, 1957, when the present 
principal retires, the Performing Arts Annex of 
Metropolitan Vocational High School be made a separate 
organization with its own principal and staff 
That the Superintendent of Schools request the Board of 
Education to conduct a special examination for principal of 
the School ofPerfonning Arts, the successful candidate to 
be appointed on the day when it becomes a separate 
organization. 
That the Superintendent of School request the Board of 
Education to include, among other requirements for 
eligibility as principal of a vocational high school extensive 
professional experience at least in the fields of drama, 
dance, and music. 
That the Superintendent of Schools authori ze the present 
principal , who is in full accord with the foregoing 
recommendations , to make such gradua l changes in the 
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organization of the present school as will facilitate the 
separation of the School of Perfonning Arts on the date of 
his retirement in 1957.765 
Cullman presented these same four proposals to Jan sen a year later [ 1956] suggesting that 
he never forwarded the Advisory Commission ' s proposals to the Board of 
Superintendents for discussion. Yet another year passed, and Cullman sent a third letter 
to Jansen (1957) outlining the commission ' s original four proposals . 
In the meantime, C. Frederick Pertsch766 submitted a report to William Jansen in 
October 1956 titled, "Future of Perfom1ing A tis Annex of Metropolitan Vocational High 
School." 767 Petisch ' s report facilit ated the BOE in making a decision petiaining to the 
SPA ' s future once Keller retired. Pe1isch organi zed a committee to assist him in 
preparing his report. However, there is no documentation that the BOE ever considered 
Cullman and the advisory commission 's proposal s. If they had , the BOE might have 
reali zed the SPA and the HSMA ·s incompatibility. T able 39 lists Pertsch ' s committee 
members . 
Table 39 
Pertsch ' s Committee Members 
Member Affiliation 
765 Mrs. Howard Cullman to Willi am .Jcmsen, June 27, 1955. Municipal Archi ves, 
Manhattan, NY. 
766 C. Frederick Pertsch was Assoc iate Superintendent , High School Division. 
767 
''Future of Perfo rming Art s Annex of Metropolitan Vocati onal High School, .. by C. 
Frederick Pertsch submitted to Willi am Jansen. October 4, 1956. Municipal Archi ves, Manhattan, 
NY. 
Philip Becker 
Fred Schoenberg 
Franklin J. Keller 
Benjamin Steigman 
Assistant Superintendent 
Assistant Superintendent 
SPA Principal 
HSMA Principal 
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The committee members outlined three suggestions pertaining to the SPA's future 
for fu1iher discussion by the BOE. The members listed pros and cons for three 
recommendations. Following the recommendations, the Division of Housing members 
made their recommendations. Table 40 lists Pertsch ' s three recommendations for the 
future of the SPA, Table 41 lists the committee's positive feedback , and Table 42 lists the 
committee' s negative responses. 
Table 40 
Pe1isch's Three Recommendations for SPA ' s Future 
Recommendation 
Recommendation No. 1 
Recommendation No.2 
Recommendation No . 3 
For the present the High School of Perfonning Arts 
be continued as an annex ofMetropolitan 
Vocational HS. 
The High School of Perfom1ing Arts and the High 
School of Music and A1i be merged. 
The High School ofPerfonning Arts be established 
as a separate special high school. 
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Table 41 
Positive Feedback to the Three Recommendations 
Positive Feedback to Each Recommendation 
Recommendation No. 1 
Recommendation No. 2 
Recommendation No.3 
Table 42 
Caused the least disturbance to students, teachers, 
administrators, and supervisors. 
The schools had a great deal in common with 
respect to curriculum and subject matter, especially 
in music, despite their objective differences; 
students could easily be moved and joined together. 
Teachers could be appointed to both schools from 
the same lists with the exception of dance. 
This fusion avoided duplication of facilities , 
entrance examinations, etc. 
New courses in stage design and stage lighting etc. 
could be established drawing additional students. 
Negative Feedback to the Three Recommendations 
Negative Feedback to Each Recommendation 
Recommendation No . 1 Once Keller retired in June 1957, the school could 
be without a licensed principal. 
It was impossible to find among cunent pool 
oflicensed vocational high school principals a 
qualified person who could manage perfonning mis , 
Recommendation No. 2 
Recommendation No. 3 
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maritime trades, general vocational and 
continuation school , and that the High School 
Division might recommend to the BOE that these 
"diverse areas be separated."768 
Could be difficult to find a principal qualified to run 
this "dual-purpose school without favoring unduly 
. h I fi c: . ., 76<> e1t er t 1e me or per1onnmg arts. 
Unfeasible to construct a school for only 600 
students. 
Doubtful that a sufficient number of competent 
students could pass the present entrance exam to 
warrant a high school building for 1500-2000 
students . 
After graduation the added number of students 
would have difficulties in obtaining steady work 
in the perfonning mis field. Drop-out rate could 
potenti ally rise if school enrollment increased. 
Committee agreed it was unwise to 
lower the entrance requirements "while 
maintaining high standards within the school ,-·770 
because that could potentially lead to student 
failure. 
Note. Source of all Table infonnation found in Pertsch ' s report to Jansen. 771 
Committee members never considered a fourth recommendation , "that the music students 
be transfened from the School ofPerfonning A1is to the High School of Music and Art, 
768 
"Future of Perfom1ing Alis Aim ex of Metropolitan Vocat ional High School, .. by C. 
Frederick Pertsch submitt ed to William Jansen, October 4, 1956. Municipal Archi ves, M<mhattan , 
NY. 
769 Ibid . 
770 
''Future of Perfom1ing Arts Annex of Metropolitan Vocational High Schoo l ... by C. 
Frederick Pertsch submitted to William Jansen, October 4, 1956. Municipa l Archi ves, Manh8ttan . 
NY. 
771 Ibid . 
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leaving the drama and dance departments to be disposed of in some other manner." 772 
In response to the committee' s three recommendations, the High School Division 
delineated five recommendations oftheir own concerning the SPA's future. These five 
recommendations were: 
1. SPA should remain as it was after Keller' s retirement, affiliated with 
Metropolitan Vocational and maintaining its present staff. 
2. That the High School Division study the possibility of dividing the HSMA, 
SPA, and the School of Industrial Art, and make two specialized high schools 
in Manhattan, one being the proposed School of Industrial Art. 
3. That a new building be constructed for the second specialized high school 
which potentially could retain the name SPA, or be changed to "High School 
of Music and Theatrical Arts. " 773 
4 . That a new high school be built in or near the Lincoln Square Performing Arts 
project in Manhattan. 
5. Because of the special nature of the new school the principal for it be selected 
by special examination. " 774 
The Board of Superintendents held two meetings in October, one on the 16th and 
the other on the 23'ci, regarding the High School Division 's recommendations. After much 
discussion the Board of Superintendents agreed by a majority vote on two proposals. The 
SPA would continue as an annex of Metropolitan Vocational , and the board would not 
establish the school as a separate entity. 
Although the BOE did not di scuss this r~commendation at the time, the Board of 
Superintendents recommended fllliher discussion on the merits of merging the HSMA 
772 
' 'Future ofPerfonning Arts Annex of Metropolitan Vocational Hi gh School:· by C. 
Frederick Pertsch submitted to William Jansen, October 4, 1956. Municipal Archives , Manl1attan. 
NY. 
771. lbid. 
774 Ibid . 
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and the SPA, a discussion warranted since establishing the SPA as an independent school 
proved too costly for the board. The BOE also recommended combining other successful 
art departments from regular Manhattan high schools with the HSMA's art department 
and the School of Industrial Art, leaving music, drama, dance, and "applied art related to 
the theater,"775 to form a new school. The resolution regarding the SPA 's predicament 
was tied to the "entire high school situation in the Borough ofManhattan,"776 which the 
Board of Superintendents and the Division of High Schools were examining 
concurrently. The BOE fonned a special committee to discuss the future of the High 
School of Commerce and Central Commercial High School. Resolving issues pertaining 
to the High School of Commerce's present location in Lincoln Square and the possibility 
of erecting a new school building for Central Commercial High School directly affected 
the future of the SPA and the H SMA. 
Cullman ' s letter777 to Jansen778 in May 1957 made it clear that the Board of 
Superintendents and the Advisory Commission had no contact for well over a year. This 
lack of communication resulted in the BOE's inability to make a recommendation 
concerning the commission 's four original proposals of June 1955 pertaining to the 
SPA's future. Cullman's tone in the letter was one of frustration and anger since the 
commission felt abandoned by both the BOE and the Board of Supe1intendents. Cullman 
775 
··Future of Perfom1ing Arts Annex of M etropolitan Vocational Hi gh School, ' . by C. 
Frederick Pert sch submi tted to Willi am Jansen, October 4, 1956. Municipal Archives , Manhattan , 
NY. 
m Ibid . 
777 Marguerite C ullman, Chairperson of the Advisory Committee. 
ns William .J ansen. Superint end ent or Schools. 
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reiterated that Keller would be retiring in a few weeks, and the school ' s future was in the 
balance. She implored Jansen to rectify the situation before it became a crisis: 
Yesterday, at a meeting of the Commission, it was resolved that these proposals 
be brought to your attention again along with the question: Why have our 
recommendations been ignored .. . 
Through conferences and letters the matter has been brought to the 
attention of a number of associate superintendents and members of the Board of 
Education. The Parents Association has made numerous pleas. The only results 
have been the propitiatory offering of various "mergers," "amalgamations," and 
"wings" rather than a truly independent school. Also , we have been told that the 
new principal would be the best that could be found among already licensed 
persons-licensed without the slightest recognition of the perfonning arts as 
professional occupations. 
Dr. Jansen, in the belief that we, as representatives of the performing arts, 
have no function unless you and the Board of Education give heed to our insistent 
and oft-repeated recommendations, we ask you again to act on them even at this 
late date, when the principal is actually retiring, and sound leadership must be 
. 7~ provided for the school . 
Jan sen never responded to her letter. 
Amold and Hartman remembered the relocation rumors of the mid-1950s. 
According to their recollections the SPA was supposed to relocate on their own to 
Lincoln Square. In fact, the students had a song they used to sing: 
All we want is a school somewhere 
Way up town like Lincoln Square. 780 
School a/Performing Arts ' Future 
Keller retired from the SPA and Metropolitan Vocational in June 1957, at age 70. 
Dycke wrote and directed a pageant for his June retirement party, in which both students 
779 Mrs. Howard Cullman to Willia m Jansen, May 4, 1957 . Munic ipal Archi ves , 
M a nhattan, NY. 
7
w Ma ril yn Amo ld and Caro l Ann Hartma n int erv iew w ith P eri s Alba n, January 9 , 20 I 0. 
Ga rden C it y South , NY . They sang thi s to me. 
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and teachers performed. After the performance Keller's wife spoke with Dycke and 
acknowledged, "All of you loved my husband very much."781 
In Keller's last Yearbook address to the Class of 1957, he expressed gratitude to 
the students, who had taught him so much, and remarked that learning was always a two-
way street: 
One of you lovely graduates has said to me that there is something special in our 
leaving the school together. That's exactly how I feel about each of you. We have 
finished our high school course, we are going out together. You, my dear 
children, have been by advisors, my counselors, my teachers, my good 
companions. And now I must say good-bye . ... 
We have learned from each other. You have taught me more than you can 
ever know. But I should like to tell you how precious this learning is to me and 
how I shall take it with me into my new ventures .... 782 
Before retiring, Keller authored an atiicle for Dance Magazinen 3 in which he 
chronicled the early history of the SPA. He also shared his viewpoint and ideas 
concerning the school's next twenty years of existence. By the time the article was 
published in 1957, several rumors and suggestions concerning the school's future had 
surfaced. The most prominent rumor had the school relocating to Lincoln Square to be in 
close proximity to The Juilliard School. Keller wholeheartedly supported this venture but 
he was level-headed enough to realize that such a move necessitated careful planning if it 
were to succeed. 
In addition to Keller, the Advisory Commission and William Schuman, President 
of The Juilliard School, and a member of the Advisory Commission, suppO!ied the idea 
7
s
1 Ma1jorie Dycke interview with Peris Alban, April 26, 20 I 0. Flushing, Qu eens . 
n :> Franklin J. Keller, June Graduating Class of 1957, Yearbook Address. A&F 
Association Office, Manhattan, NY. 
78
·
1 Franklin J. Keller, ·'The High School of Performing Arts: Past and Future ... D<mce 
Maga zine. May, 1957. The New York Public Library for the Performing Art s. M<mh att nn. N Y 
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of relocating the SPA to Lincoln Square. Schuman stated that "it [would] be the most 
natural thing in the world for the High School to be on one side of the street and to send 
its graduates across the street to Juilliard where they [would] continue their work on the 
college level."784 In addition to the facility' s location, Keller envisioned the SPA 
expanding its register to roughly 1000-1200 students, as well as expanding the 
curriculum to "include all phases of the perfonning arts . .. " 785 Nevertheless, he cautioned 
h h . . d ,, 1 ful d 1 . "786 t at sue an expansiOn reqmre t 1e most care an expert p annmg. 
In keeping with the philosophy and mi ssion of a vocational education, Keller 
implored the Superintendent of Schools and the BOE to be "susceptible and responsive to 
the Advisory Commission."787 Keller warned that if the BOE ignored the commission ' s 
recommendations in tenns ofhow to run the SPA, the school would cease to exist. Tabak 
reiterated Keller ' s sentiments in April 1957, adding that the BOE needed to sever the 
school ' s ties with Metropolitan Vocation so it could have its own identity with its own 
principal : 
Dr. Keller reaches the age of mandatory retirement at the end of this year: Unless 
the P.A. 788 is recognized as an independent institution administered by a principal 
of special qualifications, it is apt to be destroyed as soon as Dr. Keller is gone. It 
is ridiculous to believe that another man will appear with his combination of 
experience. The Board of Education continues to introduce curious objections to 
784 William Schuman in Frankl in J. Kell er, ··The Hi gh School of Perfom1ing Arts : Pas t 
and Future," Dance Magazine, M ay, 1957. The New York Public Library for the Performing 
Arts, M anhattan , NY. 
785 Franklin J. K ell er, "'T he High Schoo l of Perfo rming Arts: Past and Future.· · Dance 
Magazine, May, 1957. The N ew York Public Library for the Performing Arts, Manhattan , NY. 
78 (' Ibid . 
787 Ibid . 
n~ P.A. is how the Sc hoo l ofP erl(xming Art s Wc1S id entifi ed in Nevv York C ity. 
giving the school the identity, the building, and the principal its history 
789 
wanants. 
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Keller explained that his successor must be sensitive to the needs of performing 
arts students, and willing to accept the Advisory Commission ' s guidance. Keller feared 
that ifhis successor did not listen to the commission ' s advice there would be no 
perfonning mis school , only a regular school. 
The BOE never responded to the advisory commission, and Keller' s 
recommendations for the continued success of SPA were never heeded made apparent 
with the appointment of William Hudtwalker as Metropolitan Vocational and the SPA ' s 
new principal on August 22 , 1957.790 Hudtwalker' s appointment was a three-year 
probationary appointment effective September 4, 1957. Although the BOE approved 
Hudtwalker' s appointment, one board member abstained from casting his vote because he 
"had some reservations, which [were] probably based on a lack of infonnation, about the 
method by which such appointments [were] made."79 1 This statement is not entirely clear 
as to whether the board member was refeiTing to a lack of infonnation pe1iaining to 
Hudtwalker' s credential s and qualifications to run a school such as the SPA, or whether 
he was refening to the BOE's hiring protocol. 
Dycke admitted that the SPA ' s faculty and students were not impressed with 
Hudtwalker, and that he spent most of his time at Metropolitan Vocational leaving the 
7
s
9 May Natalie T abak, ' 'N ew York 's Trade School for Stage-Struck Kids ," The Reporter, 
April 4 , 1957 . Muni cipa l A rchi ves, Manhattan, NY . 
7
'>0 T here was no information stating whether or not the Advisory Commi ss ion had had 
any ro le in hi s hiring. 
79 1 A dams, Boa rd Member, Minutes of the Board of Educa tion, August 22, 195 7. 
Muni c ipa l Libra ry. Manh<llt <l n. N Y. 
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running ofthe SPA to Paine and depmiment chairs. In Hudtwalker's Yearbook greeting to 
the Class of 1958, he admitted to not spending as much time as he should have at the 
SPA his first year, and regretted not knowing all the seniors personally. Keller thrived on 
forming a relationship with his students, which he took time to foster and nmiure. 
Hudtwalker formed no close relationships, neither with students nor his staff members. 
He remained at Metropolitan Vocational and the SPA for the duration of his probationary 
period. He did not retum in the fall of 1960, and the BOE appointed a new principal for 
both schools, Francis X. Carlin. Carlin remained principal for only a year. Neither 
Hudtwalker nor Carlin had experience with vocational schools, especially performing a1is 
ones, which hampered their unsuccessful leadership, which forced the BOE to look 
elsewhere in regards to solving the problem of the SPA's future. 
RELOCATION AND MERGER DISCUSSIONS 
By fall 1957, the BOE actively pursued modemizing the High School of 
Commerce located near the Lincoln Square Project on West 65 Street in Manhattan and 
replacing one portion of the cmTent school building with "a new wing to house the High 
School ofPerfonning Arts."792 Both Keller and Schuman supported this idea at the time. 
In addition, the plan had the support of"the Local School Board, Parent Teacher 
Associations of the west side, civic organizations and others who attended a meeting in 
NJ. David H. Moskow itz letter to C. Frederick Pertsch. Associate Superintendent High 
School Di vis ion. November 7. 1957 
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the Office of President Hulan Jack on October 29"793 (1957). The Parents Association 
and key personnel from the SPA did not support the BOE's plan, and since early spring, 
the Parents Association had begun a "campaign ofletter writing to the Board of 
Education and influential people,"794 to try and ward off an impending merger. 
The High School Division recommended to the BOE that this merged school be 
named "Lincoln Square High School," in December 1957. The High School Division 
chose this name because they expected that SPA's inclusion in the modemized High 
School of Commerce would draw attention to the already planned perfonning arts center. 
Between January and March 1958, a fluny of conespondence were sent between various 
committees of the BOE conceming this proposed new name for the school. In January 
1958, Moskowitz outlined the High School Division ' s desire to rename the High School 
of Commerce the "Lincoln Square High School," and appealed to Silver,795 '·Will you 
kindly let me know if this meets with your approval?"796 Francis Adams, Manhattan 
representative on the BOE, agreed with Moskowitz ' proposal to have the school renamed 
the "Lincoln Square High School," pending Silver's approval. 
In February 1958, Jansen797 sent a fonnal recommendation to the BOE requesting 
that the board accept the title, "Lincoln Square High School" for the proposed merger of 
the High School of Commerce and the SPA in anticipation ofthe school building's 
79
.1 David H. Moskowitz letter to C. Frederick Pertsch, Associate Superintendent High 
School Division, November 7, 1957. Jack confirmed the contents of Moskowitz ' letter to Pertsch 
when he sent a letter to Charles Silver, President of the BOE on October 31 , 1957. 
794 May Natalie Tabak, ·'New York's Trade School for Stage-Struck Kids:· The Reporter, 
April 4 , 1957. Municipal Archives , Manhattan, NY. 
795 Charles Silver, President of the BOE. 
7
% David H. Moskowitz to Charles Silver, January 16, 1958. Municipal Archi ves, 
Manhattan, NY. 
797 William Jansen, Superintendent of Schools. 
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modernization. This recommendation suggested that the BOE was moving forward with 
its plan to move the SPA out of its cunent location on West 461h Street, and merge it with 
the High School of Commerce. The BOE met in March to discuss Jansen's request, but 
the board failed to reach an agreement concerning a name for the school. Therefore, the 
discussion was "ordered to be laid over."798 The BOE failed to reach an agreement at its 
A .1 . 11 799 pn meetmg as we . 
The BOE 's inaction was likely the result of a letter Silver received from Vincent 
McGarret, cunent principal ofthe High School of Commerce, in mid-March. McGanet 
requested that the BOE reject the resolution to rename the school on grounds that the 
school might have to move out of Lincoln Square. Consequently, "we would then be the 
only school in the City named for a locality it had just left."800 The BOE and the Lincoln 
Square Project Board were vying for the same parcel of land at the time on West 651h 
Street. Therefore, if the BOE lost the parcel of land in which the High School of 
Commerce was currently situated, the school might have to be moved fmiher nmih, 
"outside the Lincoln Square area altogether. "80 1 
Based on other letters that were sent to Silver from the Office of Committee on 
Slum Clearance, in April [1958],802 the SPA 's relocation to Lincoln Square was far from 
receiving BOE approval. Moskowitz questioned the BOE' s claim on "the area of the 
798 Minutes of the Bomd of Education Meeting, March 20, 1958. 
799 The BOE 's recording secretary provided no explanation for the board' s delay. 
800 Vincent McGatTett to Charles Silver, March 18 , 1958. Municipal Archives, 
Manhattan, NY. 
SOl Ibid. 
802 Most likely the author of the lett er was Robert Moses since he was City Construction 
Co-Coordinator Chairman, which wa s overseen by the Office of Committee on Slum Clearance. 
Additionally , despite the fact that the second pa ge of the letter is indecipherable the ·word 
··chairman·· is decipherable und ern eath th e word --sincerely ... 
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easterly half block between 641h and 65 1h Streets between Broadway and Amsterdam 
Avenues,"803 because it was to be deeded to the Lincoln Center Project for the 
Perfmming Arts. Moskowitz, also informed Lebwohl,804 that if the BOE was not given 
the parcel of land to modernize the High School of Commerce, then the board would vote 
against the city's proposed Performing Arts project. Robeti Moses wamed board 
members to think twice before opposing the immanent perforn1ing arts project if the 
board failed to secure the parcel ofland to modernize the High School of Commerce. 
City officials deemed the perfmming arts project as their greatest contribution to the 
perfom1ing arts field , and BOE members should support their endeavors. 
The BOE finally approved the motion to change the name of the High School of 
Commerce to the Lincoln Square High School during its May meeting, suggesting that 
the Lincoln Square High School would remain at Lincoln Center and that the SPA would 
relocate once the modemization was completed. 
Parents Association and Advisory Commission 's Opposition 
The Parents Association and the Advisory Commission began organizing 
themselves to protest the SPA 's imminent move to Lincoln Square. In April [ 1958] Alvin 
R. Cowan,805 wrote a letter to Moskowitz stating that while parents were not opposed to 
moving from the cunent SPA facilities , they were opposed to merging with a general 
west side high school. Fwihennore, Cowan requested that the Parents Association and 
x
113 Robert Moses to Charles Sil ver, April l , 1958. Municipal Archives , Manhattan, NY. 
xu~ William Lebwohl \va s Director of the Committee on Slum Clearance. 
Kl l:i A I v i n R. Cowan was President of the SPA's Parent s Association. 
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the Advisory Commission receive a copy of the merged school 's Program of 
Requirements prior to its implementation to ascertain that SPA students continued to 
receive their perfonning arts courses. Cowan received no response from the BOE, which 
prompted Cowan to send another scathing letter to the board. Cowan aired the 
association 's discontent as to how the BOE seemed to be moving forward with their 
intention to merge the SPA with a general west-side high school without first consulting 
with the Advisory Commission. 
By early May, Silver had received a barrage ofletters from parents, teachers, 
alumni, Parents Association, a member of Congress, prominent atiists in the perfonning 
mis field, and parents of accepted students protesting the SPA ' s planned merger with a 
general education high school. Additiona ll y, city newspapers and magazine articles 
discussed the immanent merger. Dycke806 wrote a Jetter to the Hon. Victor Anfuso ,807 
requesting that he intercede on the school ' s behalf. In closing her letter Dycke stated, 
"Whatever you may be able to do will be appreciated. I am afraid that the Board does not 
realize what a serious mistake it is making. Thank you for your interest. I know how busy 
you are."808 Anfuso did intervene, sending a letter to Silver voicing his concern over the 
board 's decision to pair the SPA with a general education high school. He said in part, " I 
am very much concerned about the plans underway which would end one of New York 's 
finest internationally acclaimed schools . .. . I sincerely trust that you will review the 
x
116 Ma1jorie Dycke, Chairman of the Drama Depa11ment at the SPA. 
so7 · ... d N Y k. 8111 o· · · c V 1ctor A n1 LI SO represente ew or s 1stnct 111 ongress. 
~ ~~ ~ Mmj ori e Dycke to Victor Anfuso. May 4. 195 8. Municipal Archives, Manhattan . NY. 
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action in this matter and that I may hear from you."809 Dycke also wrote a letter to Silver 
recounting the school ' s successes during its first decade and mentioned the current 
employment status of its alumni in the professional field. She paid tribute to the school's 
dedicated and devoted teachers, "many of whom are practicing professionals in the arts 
which they teach."8 10 Of Julius Grossman, chairperson of the Music Depm1ment, Dycke 
listed his commendations which included, "establishing, training, and conducting a 
symphony orchestra,"8 11 while in the Pacific, and "upon his return to the school he 
conducted an orchestra with Local 802 musicians. "8 12 
Letters from parents cited the SPA 's unique status and its contribution to the 
perfonning m1s world. According to parents, the school should have a new building 
erected just for its students. One parent stated, "However well-meaning your plan is 
about this merger, it is not possible for the Perfonning At1s H.S. to keep its character, its 
spirit and its unique position in our cultural life under the conditions outlined_-,x u 
Another parent wrote, " It is to my mind very important that the High School of 
Perfonning At1s does not lose its identity."8 14 One parent urged Silver to visit the school 
while in session "and see the children in action. "8 15 
Letters from members of the American Educational Theatre Association, 
Producers ' Theatre, lnc. , Actors Equity Association, The League ofNew York Theatres, 
NY . 
NY. 
809 Victor Anfuso to Charles Silver, May 7, 1958. Municipal Archives , Manhattan , NY. 
8 1
.
0 Marjorie Dycke to Charles Silver, May 12, 1958. Municipal Archives, Manh<~tt<m , 
8 11 Ibid . 
812 Ibid. 
8 1.' Lewi s Harmon to Charles Silver, May 22 , 1958 . Municipal Archi ves, M<~nhatt<ln. NY. 
~ 14 Howard Lindsay to Charles Silver, May 22 , 1958. Municipal Archives , M<1nhatt<1n. 
~ 1 5 Sidney Gendell to Chmles Sil ver, May 23. 1958. Municipal Archi ves. Manh;ntan. N \ ' . 
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and Musicians Union, Local 802, were sent to Silver emphasizing the importance of the 
school. Its students would not be as successful honing their craft if incorporated into a 
generalized high school where other students might not understand them or their talents. 
Alumni admitted that had it not been for the SPA they would not have survived their 
neighborhood high schools because they were so different from students who attended 
these schools. 
The Parents Association met on May 22, 1958 and passed a unanimous resolution 
concerning the future of SPA, and sent it via telegram to Silver the following day. The 
telegram read in part, "We urge the Board to rescind its ill-considered action of proposed 
merger with a non-professional school. All professionals agree this would be a death-
knell."8 16 These professionals included Al Manutti, President Federation of Musicians; 
Eleanor Roosevelt, Helen Hayes, Susan Strasberg, Martha Graham, John Chapman, John 
Martin, and Sam Levison. William Schuman, then president of The Juilliard School of 
Music, also opposed the merger despite having originally supported the BOE in its quest 
to merge the SPA with the High School of Commerce. With such strong opposition to the 
merger from the SPA 's parents association, alumni, and the advisory commission, of 
whom he was a member, Schuman reversed his position . As president of Juilliard, 
Schuman had wanted a performing arts high school at Lincoln Center situated in close 
proximity to the conservatory. Schuman ' s dream had been for SPA ' s graduates to 
continue their education at Juilliard thus forging a close relationship between 
conservatory and high school. 
8 16 Telegram from Parents Associatio n to Board of Education, May 23, 195 8. Municipal 
Archives, Manhattan, NY. 
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The Parents Association urged the BOE to provide the SPA with a modem 
building of its own near the Lincoln Square Project. This building could accommodate an 
"enlarged student body,"8 17 enabling the school to broaden its arts courses. A modemized 
school building would "add luster to [the school ' s] record: no delinquency, no 
segregation."818 Lastly, the Parents Association requested that the BOE remove the SPA 
from its 1959 Construction Budget proposal, needed to move ahead with the 
modemization of the High School of Commerce building. The "welfare of the students ... 
and the reputation of the City of New York would not be enhanced by such a plan."8 19 
The World Telegram-Sun called the BOE's decision to merge the High School of 
Commerce and the SPA an "incredible"820 mistake in May 1958. The reporter explained 
that a merger could not be successful because there would be two types of students 
sharing a school building. Those who "were not there by choice but by compulsion,"82 1 
and those who were there to hone their craft. Since the majority of the student body at 
this proposed merged school would be High School of Commerce students, students from 
the SPA would have to choose suitable perfom1ing material to fit the needs of these 
generalized students when perfom1ing in school assemblies . This would lower the SPA ' s 
perfonning atis standards and restrict the "choice of material to which the special 
817 Telegram from Parents Association to Board of Education, May 23 , 1958 . Municipal 
Archi ves, Manhattan , NY. 
~~~ Ibid . 
~ I 'J Minutes of the Parents Association M eeting, May 22 , 195 8. Municipal Archi ves , 
Manhattan , NY. 
~:> 11 ··Will the School of Perfo m1ing Arts be Amalgamated Out of Existence?"" vVor/d 
Telegram-Sun . May 2, 1958. Municipal Archives, Manhattan, NY. 
~:> 1 Ibid. 
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students must devote their time."822 The New York Times regarded the merger as a 
"blow"823 to the SPA 's program, while Norris Houghton, member ofthe advisory 
commission was "shocked at action that can only lead to the eventual destruction of this 
valuable project."824 Similar articles appeared in the New York Herald Tribune,825 the 
editorial page of the Journal American, 826 the Daily News ,827 the New York Mirror,"828 
and the New York Post.829 
The SPA published its own article in the school ' s newspaper in May 1958, using 
previously published BOE material that exalted the school as ammunition against the 
looming merger. The BOE agreed that specialized schools where students with similar 
interests could learn had been an excellent idea: 
The vastness ofNew York City' s Public School System pennits the organization 
of specialized high schools to an advance degree. These schools are one answer to 
the challenge of how to meet the complexity of individual differences. Young 
people who are well adjusted to each other' s best interests are brought together in 
one school , and an educational program is planned for them in tenns of personal 
realization and individual happiness. 830 
822 
"Will the School of Performing Arts be Amalgamated Out of Existence?" World 
Telegram-Sun, May 2, 1958 . Municipal Archives , Manhattan, NY . 
m Leonard Buder, "Arts School Plan Meets Opposition," Nevv York Times, May 21, 
1958. 
824 Nonis Houghton, "Plea for Hi gh School ofPerfom1ing Arts," Nevv York Times, May 
25 , 1958. 
825 Haniet C. Suydam, "Performing Arts Parents Protest," N ew York Herald Tribune, 
May 26 , 195 8. Municipal Archives, Manhattan, NY. 
826 
" Save This School," Editorial Page, J ournal American , M ay 26, 1958. Municipal 
Archi ves, Manhattan , NY. 
sn John Chapman, "Mainl y About Theatre : School ofPerfom1ing Arts Cri sis," Daizy 
News, May 27, 1958. Municipal Archi ves, Manhattan, NY. 
828 
' ·Casting to Save Schoo l,'' Ne H· York Mirro r, M ay 27, 1958. Municipal Archi ves, 
M anhattan, NY. 
82 ~ ~·'Urge Growth Not Merger, of Art s HS ,'. Nevt' York Post, May 18, 195 8. Muni c ipal 
Archi ves, M anhattan, NY. 
x•n "Educating Gifted and Talented Children,' ' Curriculum and Jv/arerio/s. May-June 
1957. Vo l. 11 , No. 5, in "Performance:· M<t y 1958. Muni cipal Archi ves, Manhattan, NY. 
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The board now contradicted itself because it was prepared to strip the SPA's uniqueness 
and dilute its program by merging it with a general education school: 
Question: How then, in the name of all that is consistent, can the Board of 
Education reverse itself? How can New York's cradle oftalent, the High School 
of Performing Arts withstand the death blow of a merger which will dilute its 
purity of purpose, in spite of the assurances of the Board ofEducation?83 1 
To answer the above question the author included several paragraphs of accolades 
that four members of the BOE had previously written about the SPA. The accolades 
described the students as being gifted and talented, the school as being creative, and that 
within the BOE' s educational system it held the school in high esteem. The author 
que1ied whether or not board members meant what they had said. 
By June 1958, the Parents Association battled more than the BOE. Key personnel 
involved with the High School of Commerce desperately wanted a merger partly because 
their school would be the recipient of a modernized facility, and because a new college 
preparatory program would be created for its students. Dorothy Sumin, Publicity 
Chairperson for the SPA's Parents Association, indicated that while they were not 
opposed to the BOE constructing a new west side general high school, their opposition 
lay in the notion that the SPA should not be affiliated with the project since the 
educational emphasis ofboth schools were vastly different: 
A zoned neighborhood school and a specialized central school are by their very 
nature incompatible ... . Perfom1ing Arts is what it is because of its vocational 
orientation. It is a double-purpose school , preparing both for college and for the 
.... . . 1 1 .... 1 .... . 837 proieSSI011S, Wit 1 t 1e 10CUS on t 1e prOieSSJOnS. --
S.1 l ·'Educating Gifted and Talented Children,' ' Curriculum and Mureriuls. May-June 
1957, Vol. 11, No.5 , in ''Performance,' · May 195 8. Municipal Archives, Manhattan . NY. 
~ ' " Dorothy Sumin, ·'School Merger Opposed ... New York Tim es . June 2. 195S 
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Sumin also argued that schools such as the SPA effectively influenced individual students 
who were not interested in general education only in a vocational one. This same 
argument resurfaced when the BOE agreed to merge the school with the HSMA, 
regardless of the fact that the HSMA provided specialized instruction in the mis. 
Hulan E. Jack833 visited the SPA unannounced in early June 1958, and 
Hudtwalker834 and Cowan835 escorted him to several classrooms to observe working 
students. Before leaving the school , Hulan admitted that he favored keeping the school 
"separate and apart,"836 and that if it were a question of money, he proposed, "Let us 
make money secondary and the question on culture primary."837 Jack stopped shmi of 
saying whether the school should have a separate building. 
Pressure mounted on Silver to reach a decision regarding the SPA ' s future and on 
June 13 , 1958, he sent a memo to all board members and Superintendents Jansen, 
Moskowitz, and Pertsch infonning them of a scheduled meeting with school 
representatives on June 17, at 3 p.m. in hi s office. Silver requested that his board 
members also attend the meeting. 838 
By summer 1958, those in charge of the Lincoln Square Project wanted additional 
land to build a library and museum for the performing mis . Board members wanted to 
build these additions on West 65th Street where the cunent High School of Commerce 
811 
· · Hulan E. Jack was M anhattan Boro ugh Pres id ent. 
814 S I I P . . I 
· c 100 nnc1pa . 
8
·
15 President of the Parents Associa ti on. 
8
·
16 Hulan E . Jack in '·Pedo rming Arts Student s Play for .Jack, Who Favors ·sepa rate· 
Schoo l," New York Times , .June 7, 1958. 
817 Ibid . 
838 T here are no minut es o r thi s meetin g o r a confirmati on that the meetin g: too k place. 
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stood. Therefore, on August 14, 1958, a special meeting took place at City Hall, and 
members of the City Planning Commission approved the Lincoln Square Project 's 
additional land request. The proposal could now go before the Board of Estimates. The 
"requested tract [was] bounded by Broadway, Sixty-Fifth Street, the High School of 
Commerce, and Sixty-Sixth Street."839 According to Otto L. Nelson Jr., executive 
director of construction for the perfonning arts center, "the tract would provide additional 
space for The Juilliard School of Music and the center's repertory drama theatre. The 
proposed library and museum, if it materializes, will be in addition to those facilities. "840 
The BOE's plans to modemize the High School of Commerce, now called Lincoln 
Square High School, and the SPA ' s relocation to Lincoln Square were not mentioned in 
these discussions. Coincidentally, the Committee on Building and Sites submitted a 
proposal to the BOE in early October requesting additional land close to the existing 
High School of Commerce in order to construct a new wing for the SPA. The proposed 
land was on West 65111 Street, which had already been promised to the Lincoln Square 
Perfonning Arts Project. 
The BOE continued with their plans to merge the SPA with the High School of 
Commerce, because on April3, 1959, the new Superintendent ofSchools , John J. 
Theobald sent a pm1ial replacement and modemization program of requirements for the 
Lincoln Square High School to all BOE members. The program of requirements included 
specifications for the music, drama, and dance depm1ments of the SPA to an increased 
XYI .. Ex tra Site Ga ins Fo r Arts Cent er.·· Nl'w York Tim t's , Au gust 15, 1958. 
~411 Otto L. Nel son in .. Extra Site Gains For A rt s Center," Ne 1t ' York Times, August I 5 , 
1958. 
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capacity of 800 students. The music department was to have one choral room, three band 
and orchestra rooms, 20 instrument practice cubicles, two instrument storage rooms, and 
four music classrooms. All music rooms were to be soundproofed and built close to the 
auditorium. 
In December 1958, William Schuman suggested an alternate proposal to the BOE, 
which paired the SPA with the HSMA relocating them to Lincoln Square. Schuman 
wanted a perfonning arts high school in close proximity to Juilliard and when the BOE' s 
proposed merger between SPA and the High School of Commerce seemed uncertain, he 
submitted a proposal that merged two schools with a similar focus. 
Following Schuman's December 1958 proposal to merge the SPA and the HSMA, 
the BOE had to decide whether this merger was more advantageous than pairing the SPA 
with the High School of Commerce. The board never considered the Advisory 
Commission's proposals nor had it listened to Keller's counsel. According to Nicholas 
Gordon, the BOE "broke up Keller's empire, which included Food Trades and Maritime 
Trades as well as Perfonning Arts,"841 to its detriment. Therefore, in an attempt to 
salvage the SPA's tradition the BOE decided to accept Schuman's proposal. 
SPA Severed.fi-om Metropolitan Vocational High School 
On June 22 11d, 1961 , the BOE, having accepted Schuman's December 1958 
proposal , officially severed the SPA's affiliation with Metropolitan Vocational High 
School and transfened its organization to the HSMA, effective September Is\ 1961. The 
~~~N ichola s Gordon intervi ew w ith Peri s Alban, January 30 , 2010. Fort Lee. N.J . 
308 
BOE hoped that merging the two schools on paper would aid in their smooth transition to 
Lincoln Center. 
From September 1961 forward SPA became officially recognized as "School of 
Performing Arts, A Division of High School ofMusic and Art." Since the HSMA had a 
principal, Louis K. Wechsler, he became the SPA ' s next principal. Wechsler remained at 
the HSMA the majority of his time, visiting the SPA ' s building only when it was 
absolutely necessary to do so. He left the day-to-day operations of the school to Edward 
Koehler, teacher-in-charge, and the school's department chairpersons. 
SUMMARY 
The School of Performing Arts was established in September 1948 as a division 
of the Metropolitan Vocational High School, which was first established as the East Side 
Continuation School in 1917. At the turn of the twentieth century, vocational schools 
provided students with an education that prepared them for careers in specific 
professions. Students who attended vocational schools did not necessarily continue on to 
college. The education that students received at Metropolitan Vocational prepared them 
for a college education if they so wished. In 1941 , the New York State Board of Regents 
chartered the school's academic program. The school's principal, Franklin J. Keller later 
established a music program at the school. 
Sometime in 1937, Keller visited with George H. Gmilan , Director of Music for 
the BOE, in the hope of finding a suitable music teacher. Julius Grossman, a newly 
ce1ii fied music teacher in search of a pennanent orchestral teaching position happened to 
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visit with Gartlan the same day. Gartlan directed Grossman to Keller at Metropolitan 
Vocational where he ultimately became the school ' s first music teacher. Grossman 
established a music curriculum, which consisted of theory, sight-singing and dictation, 
music history, orchestra, and band classes. With Keller' s support Grossman persuaded 
the BOE to hire additional music teachers, and it provided the school with orchestral and 
band instruments. 
Keller was a man of vision. He decided to establish a vocational perfonning arts 
school as a division of Metropolitan Vocational High School , arguing that talented 
students in the arts had every right to an education that prepared them for the professional 
field. Therefore, in the early 1940s, Keller, with Grossman ' s assistance, approached the 
Advisory Commission on Music with his idea. The commission forwarded Keller' s 
proposal to the Advisory Board in May 1944, and recommended that a vocational school 
for the perfonning arts be established in Manhattan. Sometime prior to the end of 1945, 
Arthur Aaron and Edith Bank found a suitable location for the school on West 46111 Street 
in the heati of Manhattan ' s theatre district. 
In June 1945, Stephen F. Voorhees, Chainnan of the Advisory Board, 
recommended establishing a vocational perfonning arts high school in Manhattan as a 
division ofMetropolitan Vocational High School to John E. Wade, Superintendent of 
School s. The school would focus on music, drama, dance, and radio instruction. While 
waiting for a response from Wade, Lewi sohn sent letters to individuals affiliated with the 
fi eld of dance, theatre, and radio for the purpose of expanding the ad visory committee for 
fall 1945 . Music professionals were alread y invol ved with the commiss ion . Lewisohn 
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arranged two meetings in her home to discuss the establishment of the school , and its 
program and curricula. The first meeting took place in October 1945 followed by a 
second meeting in November. Keller submitted a finalized proposal to Pigott in January 
1946, who forwarded it to the Board of Superintendents of the BOE. It took the BOE a 
year before it agreed to establish a perfmming arts school. 
The annex school of the Metropolitan Vocational School officially opened in 
September 1948, with Keller as principal, and Grossman as head of the music 
department. Music faculty and music students affiliated with Metropolitan Vocational 
moved to the new annex. Since Keller could not be at the school full-time, the BOE 
appointed a teacher-in-charge, Frank H. Paine to the school in February 1949. Paine 
remained in this position until his death in 1961. Edward Koehler became the school's 
next teacher-in-charge. 
The SPA 's music curriculum remained largely unchanged from the curriculum 
that Grossman established at Metropolitan Vocation High School in 1937. The 
curriculum was perfonnance based and included training in theory, sight-singing and 
dictation, music history, orchestra, and band instruction. In the 1950s the music faculty 
established two new music courses, which were 20th Century Music History and 
Instrumentation. Music students prepared a fonnal perfonnance once every semester, 
known as '·projects." If teachers did not see improvement from one project to the next, 
students were either asked to leave the school or change their private music instructors. If 
students scored an ··excellent" rating in these projects Grossman invited them to perfonn 
on the radio station WNYC. He also invited select students to perfonn in the concerto 
concerts held at Town Hall or the 92nct StreetY. 
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Lewisohn began searching for a new school facility in December 1953, despite its 
perfect location in the theatre district, because of the current building's poor condition. 
Nothing ever came of her plans because at the last minute the BOE decided to renovate 
and modernize the current building. In late 1954, Lewisohn was tragically killed in a 
motor accident. Subsequently, Marguerite Cullman became the chairperson of the 
advisory commission. 
By 1955, rumors started circulating around school that the BOE planned to 
relocate the SPA. In 1958, the board considered a merger between the SPA and the High 
School of Commerce, already located at Lincoln Square. The merged school would be 
identified as the Lincoln Square High School. Nothing ever materialized with this 
proposal. 
Prior to Keller's retirement in June 1957, the Advisory Commission submitted 
several recommendations to the BOE beginning in late 1956, regarding maintaining the 
school upon Keller's retirement. The commission ' s most popular recommendation had 
the SPA sever ties with Metropolitan Vocational and becoming its own entity. The BOE 
opposed this idea because of school ' s population size. It served only 600 students, which 
the board felt was too small a number to wanant occupation of their own building. 
Therefore, when Schuman recommended that the SPA and the HSMA merge and relocate 
to Lincoln Center in December 1958, the BOE agreed to consider this proposal amidst 
protests from both schools. 
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The BOE ultimately acted on Schuman's proposal. Effective September 1, 1961 , 
the SPA, no longer affiliated with Metropolitan Vocational High School, became a 
division of the High School of Music and Ati. Louis Wechsler became the merged 
school's first principal. He left the day-to-day running of SPA to Koehler. The BOE 
anticipated relocating both schools to Lincoln Center in the mid-1960s. Chapter Five 
documents that the BOE's swift and smooth relocation ofboth schools did not occur as 
anticipated. 
CHAPTER FIVE 
ONE ORGANIZATION: TWO INDEPENDENT SCHOOLS 
1961-1984 
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In September 1961, the official merger between the High School of Music and Art 
(HSMA) and School of Performing Arts (SPA) went into effect after the Board of 
Education (BOE) voted to approve the merger in June 1961. Administrators, faculty, and 
students from both schools waited patiently for the immanent relocation to Lincoln 
Center, which the BOE hoped would take place by 1968. Ultimately, it took an additional 
twenty-three years before both schools relocated. During that time period, the schools 
operated independently, fulfilling their philosophical objectives and cmTicula, despite 
being govemed by one administration. Louis Wechsler, the merged schools' first 
principal , remained at the HSMA leaving the day-to-day operations of the SPA to 
Edward Koehler, teacher-in-charge, and department chairpersons. 
High School olMusic and Art: 1961- 1982 
Once the BOE merged the HSMA and SPA in 1961, it was the board's intention 
to relocate both schools into their new facility in Lincoln Center by 1968. The board ' s 
anticipated date of relocation did not materiali ze, and students and faculty continued as 
they had prior to the merger in 1961. By the late I 960s the climate at the HSMA changed 
in response to societal influences that began toward the late 1950s during the McCarthy 
Era . Students asserted their individuality and fo ught against authority fi!:,:rures by refusing 
to recite the student loyalty oath at graduation--a practice the BOE instituted in the late 
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1950s. The school became a hub ofracial discontent, which ultimately influenced the 
music cuniculum. As a direct result ofblack students' demands, students performed 
African music and jazz dming the December 1969 semi-annual concert. Also in 1969, the 
school established a gospel choir as an extra-curricular music activity that later became 
an elective course for music students. Students protested the Vietnam War and 
demonstrated in response to other social issues including women's rights and a students ' 
bill ofrights. 
The New York City public school system was thrust into controversy concerning 
desegregation policies that resulted in several teacher strikes between 1967 and 1968, and 
the city faced a financial crisis that drastically affected the HSMA's yearly budget. In 
addition, community members began challenging the school ' s audition policies. Despite 
the upheaval , the HSMA continued to provide a stellar education to gifted and talented 
musicians842 as demonstrated by the semi-annual concerts and students ' extra-cunicular 
musical activities. 
Administration and Faculty 
For nearly two decades the schools remained in separate locations and operated as 
individual organizations governed by one administration but with a separate faculty. 
Louis Wechsler served as the merged school ' s principal until June 1968, when he retired 
due to poor health . The BOE appointed Richard Klein as his successor. Like Wechsler 
x~ :> The S<lme held true for <1 rti sts. 
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before him, Klein remained at the HSMA the majority ofhis time administering the 
merged school. 
Principal Klein 
When the HSMA 's literally magazine, Three Lively Arts, celebrated its tenth 
anniversary it coincided with Klein 's first year at the school. The editors wrote a 
welcoming greeting to their new principal on the inside cover of the anniversary edition, 
"On the tenth anniversary of "Three Lively Arts '' we are happy to welcome to the High 
School of Music and A1i our new principal Mr. Richard Klein . "843 
Figure 14. Richard Klein , 1929-
(Used with pem1ission, coutiesy of A&F Association) 
w Three Lively Arts, (Publi shed at HSM A. New York: NY, 1969), Ins ide Cover. 
Co urtesy of A&F Assoc iat ion. Manhattan . NY. 
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Klein844 expressed pride in being only the third HSMA principal, and only the 
second principal of the merged schools in 1968. At the time, Klein was the only principal 
who possessed a visual arts background. An artist, he earned both his Bachelors and 
Masters Degrees in Art Education. He taught art at a junior high school and two high 
schools prior to the BOE appointing him principal of the HSMA and its SPA division . 
Klein was thrilled to be working at the HSMA, aware ofthe school ' s reputation and 
excellence in the arts. He understood the atiistic nature of creating art, and he could relate 
to the student body in tenns of their needs, concerns, and ambitions: 
I had always been the ''class artist" throughout my elementary school years and I 
earned Bachelors and Masters Degrees in Art Education in college. I became a 
watercolor painter with exhibits in three major galleries in New York while 
teaching art after college. Before being appointed as principal of the High School 
of Music and Art and its annex , the School of Performing Arts, I had been a 
teacher of art in a junior high school in Harlem, Chairn1an of Art at Boys High 
School in Brooklyn and then at Columbus High School in the Bronx, and the head 
of a summer high schools mis program in Queens. The advantages to me of being 
assigned to M&A and PA were obvious. I knew the school , admired its teachers 
and was very much aware of the rich tradition of excellence in the arts and 
education that the school had well-earned since its inception in 1936. I was proud 
to be only the third principal of the school and the only one with an mis 
background to sit in that chair. With my background in the atis, I understood the 
feelings of the student body and could relate to their concems, needs and 
ambitions .845 
During his early days as principal , he contended with the uprising of black 
students at the HSMA building. He also successfully negotiated with the Black Panther 
Organi zation who threatened to over-run the school ifthe administration did not meet the 
demands of minority students. Stanley Skinner, who graduated from the HSMA in 1970, 
844 Although a face-to-face interview wa s not poss ible with Klein , he grac ious ly prov id ed 
answers to my many qu esti ons via e-mail, and he provided a brief bi ography of himself to be 
includ ed in thi s study . 
x~ 5 Ri chard Kl e in , e-mail message to Peri s A lban, March 17. 2011. 
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realized the tough position in which Klein found himself during student protests. "He had 
to be calm, and he had to keep a balance. Some of the parents were just as radical as the 
students, so Klein appeased them too . "846 Richard Roberts , who also graduated in 1970, 
claimed that Klein "maintained his calm during situations. Orphus847 was the angry 
one."848 
Not all alumni agreed that Klein managed to keep a sense of calm in the HSMA 
during the tumultuous 1969-1970 school year. Doghetiy felt that Klein should have 
attempted to maintain more peace and stability inside the school during that period in its 
history, especially when African-American students protested for social equalitl49 and 
the inclusion of music other than European classical music into the cuniculum. In 
Dogherty 's opinion, the protestors destroyed her school and her dream, and the last few 
months at the school were her worst (spring 1970). ' ' If the school could just have 
maintained itself and people not get caught up in this political b.s. I would have seen a 
ray ofhope,"850 she said. Doghetiy atiiculated many questions she wished she could ask 
Klein about those years of unrest: 
I would have asked Klein, ''Why? Why didn ' t you stand up and be the principal 
that I expected you to be? Why didn't you stand up and be the individual who set 
things straight and hold the standards of the school that had been the standard 
since 1936? What happened to you that you lost your [word unclear]? What 
happened for you to be treated the way you were treated and worse than that that 
you allowed it to happen again, again , and again. Why?'" That's a big question for 
846 Stanley Skinner, phone interview with Peri s Alban, August 3, 2010. 
847 Irving Orphus was the Assistant Principa l. In 1974, Orphus moved to the SPA, and 
replaced Edward Koehler as teacher-in-c harge. 
848 Richard Robet1s phone interview Peri s A lban. December 27, 20 I 0 
849 The Civil Rights Movement wa s weep ing the nat ion during thi s time, and minority 
students at the HSMA wanted autonomy and demand ed that schoo l official s recogni ze the ir se lf-
worth . 
sso Donna Doghert y phone int erview w ith Peri s A lban. Jul y 30. 20 10. 
me. I'm so disappointed in him. I wanted to ask him, "Are you the principal or 
not?" You were the pinnacle of this school. You could have put a stop to it. 85 1 
In addition to maintaining peace and order inside the school, Klein also had to 
appease members of the school ' s surrounding community. These members were 
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disgruntled that children from the neighborhood were not automatically admitted to the 
school and they wanted the audition policy terminated. Klein held fast to the school ' s 
admissions policy that helped maintain his and the school's integrity: 
I never rel ented and I maintained the integrity of the entrance examination 
procedure which survives to this day (2011 ], just as I had steadfastly tumed down 
some urgings of legislators, clergymen and other very powerful and influential 
individuals over the years who had urged the acceptance of students who had 
taken but not passed the entrance exams. 852 
In addition to the social unrest both inside and outside the school, Klein also 
acknowledged, .. My greatest challenge was facing the concerns oftwo opposing views on 
the relocation to the new facility, and planning for the successful merging of two great 
institutions that had formerly seen themselves as completely different entities. "853 Klein 
successfully mediated with SPA personnel during their reluctance to prepare for the 
eventual relocation to Lincoln Center. Klein believed that the time it took to relocate both 
schools into the new building was an overarching di sadvantage to effectively running the 
schools. This necess itated dividing hi s time between both institutions, dealing with two 
goveming bodies such as the United Federation of Teachers (UFT) Chapter Chainnen, 
Parents Associations, student body presidents, and two independent graduation exerci ses. 
In an effort to help unify the schools, Klein succeeded in establishing one alumni 
ssJ Do nna Dogbert y phone interview wit h Peri s Alban, Jul y 30, 20 10. 
xs:> Ri chard Kl e in , e-mail message to Peri s A lban, September 2 1, 2010. 
xs .• Ri chard Klein. e-mail message to Peri s Alba n, March 17. 201 1 
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organization in 1982 that worked diligently for the continued success of the merged 
school. Although HSMA alumni easily reflected upon Klein's administration of their 
school, SPA alumni did not. When asked, SPA alumni stated they thought Edward 
Koehler was their principal and not merely the teacher-in-charge. Others recognized 
Klein as principal but admitted they regarded Koehler and their department chairpersons 
as their true leaders. 
Music Faculty 
The HSMA and SPA had independent music departments and music cun·icula. At 
the HSMA, Alexander Richter remained music department chainnan until his retirement 
in 1969. Gabriel Kosakoffbecame the HSMA ' s next instrumental music department 
chairperson. In 1972, Edith Del Valle succeeded Sybil Mandel as vocal depatiment chair 
upon Mandel 's retirement. Justin DiCioccio, hired in 1971 as a pennanent substitute 
music teacher, established the country's first high school jazz curriculum at the school. 
The music faculty at the HSMA remained relatively stable between 1961 and 
1967. (Table 43 identifies the music faculty for fall 1961 semester.) In fall 1967, Isidore 
Russ served as acting chairperson of the music department in Richter 's absence. Richter 
was on sabbatical but returned for the spring 1968 semester. (Table 44 identifies the 
music faculty for the fall 1967 semester.) Morris Lawner taught the senior elective 
composition class until 1969, after which Lynn Kmiz and William Fischer taught 
composition. 
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Table 43 
HSMA Music Faculty for Fall 1961 Semester 
Faculty Member 
Alexander Richter 
Sybil Mandel 
Selwmi Clarke 
Chester Coleman 
Ruth Dolgow 
Anna Ext 
Edward Gerber 
Irving Glazer 
Florence Hirsch 
Beulah Klinger 
Gabriel KosakotT 
Mildred Landecker 
MoiTis Lawner 
Ben Lindeman 
David Lockett 
James F. Murphy 
Isidore Russ 
Constance Ziehmer 
Position 
Chairperson of the Instrumental Music 
Department and Music Department 
Chairperson ofthe Vocal Music Department 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Table 44 
HSMA Music Faculty for Fall 1967 Semester 
Faculty 
Isidore Russ 
Position 
Acting Chairperson of the Music 
Department 
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Sybil Mandel Chairperson ofthe Vocal Music Department 
Sidney Baker 
Chester Coleman 
Ruth Dolgow 
Anna Ext 
Edward Gerber 
Irving Glazer 
Bernard Gluckman 
Beulah Klinger 
Gabriel Kosakoff 
Mildred Landecker 
Monis Lawner 
Ben Lindeman 
David Lockett 
Linda Monssen 
James Murphy 
Eva Shapiro 
Frances Shelton 
Helen Weiss 
Constance Ziehmer 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Born in Odessa, Russia, Richter arrived in America as a child. 854 He had a 
successful career as a teacher, and later, chairperson ofthe HSMA ' s music department. 
Richter's tenure as chairperson ofthe music depmiment ended when he retired in the 
spring of 1969. By the time he retired, he had conducted more than sixty semi-annual 
conce1is, published his own musical transcripts, authored several articles and two books, 
~ 54 Alexander Richter Dies at 78 ; Mu sic Educator in New York.'. !Yell. York Times , 
November 8, 1982 . 
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spoke at numerous lectures, conducted many orchestras, and performed on the violin and 
viola with innumerable groups. 855 Among his accomplishments at the HSMA was the 
establishment of a "program in which American composers were invited to write musical 
selections to be performed by the school's ensembles."856 Richter died in November 
1982, at the age of78 . During his life, and following it, he received many accolades for 
his work at the HSMA as well as accounts that revealed what one alumnus labeled as a 
"martinet. "857 
Richter had always been a task-master, and Steven Rudin remembered that 
Richter had a habit of asking students to play their orchestral parts individually, which 
made some students extremely nervous. When Rudin auditioned in his sophomore year 
for teacher Beulah Klinger, he had progressed sufficiently to join the senior orchestra, 
and Richter became hi s conductor for the next two years. Rudin 's unpleasant experiences 
with Richter began on the first day of rehearsal. Richter made every violin student play 
their part to Glinka ' s Ruslan and Ludmilla, and by the time he reached Rudin, who was 
sitting in the back of the second violins, Rudin had lost his nerve. Rudin admitted that 
Richter was a qualified musician although he could be arrogant. Years later, Rudin 
discovered that other students had similar negative experiences with Richter. xss 
Richter left a deep impression on Barbara Murray, who described how emotional 
855 Information garnered from Overrone the school's newspaper. 
~5 6 ··Alexander Richter Dies at 78; Music Educator in New York," NeVI ' York Times, 
No vember 8. 1982. 
xs7 Jos hua Ritkin, M&A '6 1, int erview with Peri s Alban, December 28, 2009. Boston, 
MA. 
~-' x Steven Rudin , M&A '64, interview with Peri s Alban, December 12, 2009. Long 
Is la nd . NY . 
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Richter became when recounting a story of how Mozart ' s music was used to wrap fish . 
Murray shared this story with her students years later when she became a teacher: 
I still draw on their [music teachers] approaches to teaching that I learned from 
observing teachers. I still use some of their stories .... I remember being told 
things in a certain way and I would use those stories to begin a conversation. I 
remember one teacher, Mr. Richter, who talked about how Mozart ' s music had 
been--I don ' t know if it was true or not, I have no idea--found wrapping fish 
someplace, and I remember Mr. Richter cried when he told us that in music 
survey. He was so connected to this music. In subsequent years, I remember 
telling my kids about Mr. Richter' s response to how Mozart suffered his sh011 
life. 859 
After Richter's death, the Alumni and Friends Association attempted to organize 
an Alexander Richter Memorial in April 1983. The association had several ideas in how 
best to honor him. They aimed to establish a yearly scholarship for an instrumental music 
student, and to name the new building's orchestral room after Richter to "ensure that his 
name be known by all the students who attend LaGuardia in the many years to come."860 
None of the proposals came to fruition . Klein stated that , "Naming rooms or areas in the 
building in exchange for donations required the approval of the Board of Education ."86 1 
Unfortunately, neither the Alumni and Friends Association nor the school ' s 
administration submitted a request to the BOE to name the orchestral room in Richter ' s 
honor. 
After Richter ' s retirement in June 1969, the BOE appointed Gabriel Kosakoff as 
acting chairperson ofthe instrumental music department beginning in September 1969. 
859 Barbara Munay, M&A ' 64, interview w ith Peri s Alban, Jul y 22 , 2010 . Manhattan, 
NY . 
8611 David Barg, Executive Director, A&F Assoc iation to Julian Menken, M&A '40, April 
7. 1983 . Courtesy of A&F Assoc iation. M anhattan. NY. 
Xll l Richard Kl ein. e-ma il correspondence w ith Peri s Alban. October 27.2011 . 
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Prior to his appointment, Kosakoff, as an instrumental music teacher, established a senior 
wind ensemble that is still in existence at LaGuardia Arts HS . In September 1971 , the 
BOE changed Kosakoffs status, appointing him the HSMA's next music department 
chairperson . Among Kosakoffs many responsibilities was to conduct the senior 
symphony orchestra. "I don ' t know why they paid me, I had such a good time," is how he 
described his tenure at the school. "There were so many memorable moments . "862 
Kosakoff re-established the defunct New York All -City Band in 1967, and directed the 
band for the next twenty years. When talking about his work with the All -Ci ty Band, 
Kosakoffproudly stated, "We played concerts at Camegie Hall and City Hall and even at 
h 1 1 . f . b . ,863 t e aunc 1111g o an atomic su manne. 
When Sybil Mandel retired as head of the vocal music department in spring 1972, 
the BOE appointed Edith Del Valle as her successor beginning in September of the same 
year. Del Valle taught music at SPA at the time but moved to the HSMA since SPA did 
not have a vocal depmiment. Table 45 identifies the music faculty for the 1973 -1974 
academic school year. 
862 Gabriel Kosakoffto Peris Alban, January 21 , 2010 . Manhattan, NY. 
x6 .1 Gabrie l Kosakoffs recollections as told to Peris Alban on January 21 , 20 10, and as 
documented in an artic le for ElderCountry . The article was accessed via 
http ://www.eldercountry.com/spotlight/may01 O.shtm l. Accessed on July 23. 20 10 . 
Table 45 
HSMA Music Faculty for the 1973-1974 Academic School Year 
Music Faculty 
Gabriel Kosak off 
Edith Del Valle 
Sydney Backer 
Sandra Bennet 
Gino Biando 
Aprile De Lucia 
Justin DiCioccio 
Vanita Ellis 
Roberi Evans 
Anna Ext 
William Fischer 
Irving Glazer 
Bernard Gluckman 
Kenneth Harris 
Beulah Klinger 
Hugh Knight 
Lynn Kurtz 
Edna Landau 
James Murphy 
Frances Shelton 
Lany Stempol 
Helen Weiss 
Position Held 
Chairperson of the Music Depmiment and 
Instrumental Music 
Chairperson of the Vocal Depariment 
Teacher 
Teacher 
Intern Teacher 
Teacher 
Pennanent Substitute Music Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Note. Intem Teacher denotes a student teacher who had to complete field work before 
graduating from college. 
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Del Valle desired excellence from her students as well as fellow faculty members. 
In a memo dated March 14, 1979, she outlined her expectations on how vocal faculty 
members should facilitate student success in their classes. Vocal teachers should ensure 
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that students: 1) leam music vocabulary and tenninology, 2) should have opportunities to 
work on their feet for at least half of the period, 3) should be seated away from the 
back of the chairs fully supported, 4) should take notes during class, and 5) should be 
given consistent homework assignments. During instmction, Del Valle also encouraged 
teachers to use visual aids such as the blackboard, pictures, and sketches to enhance their 
teaching. 
Jazz Curriculum 
In September 1971 , Kosakoffhired Justin DiCioccio as a full-time substitute 
music teacher, who established a jazz cuiTiculum at the HSMA. Prior to 1971 , students 
only studied and perfonned music fi-om the standard repertory. Although the 
administration pem1itted African-American students to perform African and jazz music 
during the December 1969 semi-annual concet1, this was the exception rather than the 
rule. 864 
The New York State Department of Education approved DiCioccio ' s jazz 
cuniculum in 1974, making it the first accredited jazz program in American high schools. 
Subsequently, it served as a model for other school jazz studies across America. After 
1972, HSMA students were allowed to graduate with a jazz diploma. DiCioccio believed 
that high school students should continue studying classical music and traditional music 
theory because it was the foundation for all music. In an in-depth interview, DiCioccio 
described how jazz music was incorporated into the HSMA ' s music curriculum. He also 
included a rat ionale for including jazz within a standard music cuniculum : 
XC>.J No African and jazz mu sic was included in the .June 1970 Semi-Annual Concert. 
notes. 
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A friend of mine was leaving the HSMA [1970], and he asked me if I' d be 
interested in the job. It was only part time initially, $200 a week for 2 hours a day. 
At the end of my second semester Kosakoff came to me asking if I wanted a full-
time position. I said, "Are you kidding me, I'm not a teacher, I'm a player. " But, I 
felt it [teaching] was a natural thing and I was enjoying myself. Kosakoffkept 
asking every so often, "What will it take to get you here full-time?" I kept saying 
I wasn't interested but then I started thinking about it, and I don ' t know how I 
came up with it, but I said to Kosakoff, "How about stmiing a jazz class?" 
Kosakoff responded, "Are you crazy? This is a public high school we don ' t have 
jazz majors in public high schools." So I said, "I thought you said this was a 
specialized high school? If it 's so special why aren ' t you doing things that are 
special?" Kosakoff responded, "Hmm, let me think about it." 
I don't know where the thought came from but I started thinking, if I could 
teach a couple of percussion classes and jazz it could be fun. So when Kosakoff 
asked, "What would you do here?" I responded, "Well , you have a dance band, 
let 's tum that dance band into a jazz ensemble." Kosakoff asked, "What's the 
difference?" I said, "Well , we're going to play jazz, heavy into improvisation, 
jazz phrasing and articulation." The dance band was only playing dance music 
like Glenn Miller, swing, and early rock music. I wanted to turn it into a jazz 
ensemble/ jazz orchestra. So Kosakoff asked, "What else are you going to do?" I 
said, " I don't know. " 
So the first year [ 1971] I took the dance band and turned it into a jazz 
ensemble, and I had a jazz history class, and two percussion classes. The fifth 
class I rotated wherever I was needed, and I ended up teaching theory most of the 
year. So here I am teaching these classes and Theory 3, the most advanced class, 
and Bela Fleck was in that class. Every time I see him now, he reminds me of the 
theory and jazz history classes. I did this for the first year, and it was so successful 
that lots of students wanted to join, so I statied a second jazz band, and I 
suggested starting a jazz combo improvisation class. 
By my second year [1972] I had two big jazz bands, jazz history and two 
percussion class groups. I wrote my own cun·iculum, and it became the first 
accredited jazz program in high schools in America. I gave Kosakoff a copy and 
he submitted it to the New York State Education Depmiment in Albany. My jazz 
cutTiculum became accepted for graduation and students were able to graduate 
with a jazz diploma. I also developed a Regents jazz history, which I still have. 865 
I wanted my jazz students to play in the orchestra and concert band in 
addition to the jazz ensemble combos because they needed it at that age as 
background to developing their sk ill s. I also believe it was important that they 
take music history and regular theory classes too. When students were in the jazz 
~<> 5 Justin DiCioccio graciously provided me with copies of hi s j azz exams and cla ss 
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improve class, I'd give them the jazz tenns for the corresponding European theory 
tenns. 866 
In 1976, the school suspended the jazz curriculum for a year as a result of the 
city's bankruptcy. The city fired all new city teachers with less than 10 years' experience, 
and this included DiCioccio. However, Kosakoff managed to re-hire DiCioccio on a 
pennanent basis in September 1977, and assisted him in securing his pe1manent teaching 
license. DiCioccio was the only teacher from the HSMA and SPA to be re-hired during 
this period. The jazz program became identified as the Jazz Department ofthe 
Instrumental Music Depmiment. 
DiCioccio was proud of the jazz cuniculum, and after 1977, teachers and 
administrators nationally and intemationally began visiting his classes for ideas on how 
to establish their own jazz departments. DiCioccio, like Kosakoff, began traveling to SPA 
in the early 1980s to teach percussion, and he established an All-Star Jazz Band with 
students from both schools. SPA students, who had been performing jazz for years in 
clubs around the city's five boroughs, welcomed DiCioccio and his jazz instruction. 
When the schools finally relocated to Lincoln Center in 1984, DiCioccio managed to 
keep the jazz cuiTiculum intact. 
Students who were interested in the jazz program auditioned like other music 
students but DiCioccio "jazzed up" their audition to include syncopated rhythms and 
melodies, jazz intervals, and jazz miiculation to detennine the student's aptitude for jazz: 
After 1977 many schools came to vi sit my jazz classes and administrators and 
teachers foll owed me around for a week to get ideas on how to build their own 
sr,
6 
.Justin Di Cioccio interview with Peri s Alban. January 17, 2011. Manhatlan . NY. 
jazz programs. People came from New Orleans, Miami , Duke Ellington in 
Washington DC, and schools from Europe and Tel Aviv. 
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The audition was the same for all instrumental music applicants but if I 
knew the student had a background in jazz I'd "jazz up" the audition. I' d add 
syncopated rhythms and melodies [and] use jazz intervals and jazz articulation to 
see how good their ear was. 867 
DiCioccio taught jazz at LaGuardia Arts High School until June 1992, when the 
Manhattan School of Music (MSM) offered him a teaching position, which he accepted. 
He taught jazz there until 1999, at which point MSM appointed him Chairperson of the 
Jazz Department. He remains in this position today. 868 
Performances at the HSMA 
Copies of the HSMA 's semi-annual concert programs are sparse from December 
1961 through May 1974, and after 1974, they are non-exi stent. 869 The semi-annual 
concerts followed the same format as implemented in 1936, but with the addition of a 
concerto perfonnance. The conce1is began with a perfonnance by the senior symphony 
orchestra, followed by a concerto perfonnance with a student soloist. Also, the senior 
choral ensemble sang selected works, followed by perfonnances of original student 
compositions. The compositions were varied and included solo piano pieces, so lo violin 
pieces, solo voice, small choral group, woodwind quintet, unique instrument groupings 
such as guitar, flute and oboe, a duet tor oboe and bassoon, a duet tor clarinet and viola, 
867 Justin DiCioccio interview wi th Peri s Alban , .J anuary 17, 20 11. Manhattan, NY. 
868 On January 28, 2013 , the A&F A ssoc iation honored Justin Di Ciocc io with a 
concert ,"Forty Years of .Jazz ' Fame.· Notablejazz performers suc h as Paqu ito D"Ri vera , Marcu s 
Miller, Arturo O ' Farrill , Jimmy Owens, and John Pi zza relli performed along wi th La 1 alumni a nd 
current students. 
s69 1 attempted to locate sem i-an11ua l concert programs from a lumni . the Alumni and 
Friends Associat ion office, and LaGua rdia Art s High School but to no avail. 
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solo clarinet, a string quartet, a percussion ensemble, and an overture for orchestra. The 
concerts concluded with a joint performance by the senior orchestra and school chorus. 
(See Tables 46, 47, and 48 for detailed information regarding senior orchestra, conce1ios, 
and chorus perfonnances.) In May 1969, the newly-formed senior wind ensemble 
perfonned at the semi-annual conce1i. (See Table 49 for specific repertoire.) 
The HSMA 's other perfom1ing groups perfonned during the school day. There 
are no conce1i programs available for these perfonnances save two programs by 
Orchestra VI, perfonned on May 28, 1968 at 1:20 p.m. in the school's auditorium, and 
the second performed a year later on May 28, 1969, at I :30 p.m. 870 (See Tables 50 and 51 
for repertoire perfonned.) 
Table 46 
Senior Orchestra Semi-Annual Repetioire 
Composer Composition 
Richard Wagner Introduction to Act III 
Lohengrin 
Hector Berlioz Symphonie Fantastique, 
2'1(1 Movement 
Peter Tchaikovsky Suite from the Ballet 
Svvan Lake 
Bach-S tokowski 
Maurice Ravel 
Claude Debussy 
lgor Stravinsky: 
Toccata and Fugue in d minor 
Bolero 
Fetes fi·om Nocturnes 
Suite de L 'Oiseau de Feu 
Date Performed 
December 1961 
May 1962 
December 1962 
xlo I am indebted to Albert G linsky. M&A ·70 fo r providing me with copies of these 
concert programs. 
Camille Saint-Saens L e Carnaval des Animaux 
Hector Berlioz Roman Carnival Overture 
Johannes Brahms Symphony No. 2 
Dimitri Shostakovich Suite from the Ballet 
Igor Stravinsky 
Igor Stravinsky 
The Golden Age 
Symphony in C 
P etroushka 
Dimitri Shostakovich The Festive Overture 
Sergei Prokofieff Symphony No. 5, 
I st Movement 
W. A. Mozart Overture to 
Th e Marriage ofFigaro 
Johannes Brahms Symphony No.3 
1st Movement 
Modest Moussorgsky A Night on Bald Mountain 
May 1963 
May 1964 
December 1967 
January 1968 
Benjamin B1itten Suite, Ma tinees Musica les May 1968 
Richard Wagner 
Sergei Prokofieff 
Felix Mendelssohn 
Paul Hindemith 
Jean Sibelius 
Ludwig van 
Beethoven 
(from Rossini) 
Prelude to Act 1, Lohengrin 
Prelude to Act Ill , Lohengrin 
Suite Symphonique May 1969 
Lieutenant Kije 
Symphony No. 4 
Symphonic Metam01phosis of December 1969 
Themes by Carl Maria Von Weber 
Symphony No. 2 Finale 
Overture to Fidelia June 1970 
Dimitri Shostakovich Symphonie No . 5 
Ri chard Wagner 
Leonard Bernstein 
Modest Moussorgsky 
Peter Mennin 
Jean Sibelius 
Die Meistersinger 
von Nuremberg 
Overture to Candide 
Pictures at an Exhibition 
Can:;:ona 
Fin I andia 
May 1974 
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Table 47 
Concertos Performed at the Semi-Annuals 
Composer Concerto Date Perfonned 
W. A. Mozm1 Symphonie Concet1ante in May 1962 
Eb major K. 364 
Ludwig van Piano Concerto No.3 May 1964 
Beethoven . . m c mmor 
W.A. Mozart Symphonie Concet1ante in December 1967 
Eb major K. 364 
Robe11 Schuman Conce110 in a minor May 1968 
Camille Saint-Saens Introduction and Rondo May 1969 
Capriccioso for violin and 
orchestra 
Note . Not all semi-annuals included conce11os. 
Table 48 
Senior Orchestra and Chorus Repertoire 
Composer Composition Date Perfonned 
Felix Mendelssohn Psalm 95, Op. 46 December 1961 
No. 2 Come Let Us Sing 
Richard Strauss The Emperor's Waltz Op. 437 May I 962 
Zoltan Kodaly Te Deum December 1962 
Giuseppe Verdi Dies !rae from Requiem 
Alexander Borodin Polo1 •et:zian Dances from May I 963 
Prince Igor 
W. A. Mozart Lacrimosa from 
The Requiem Mass 
in memory of Florence S. Hirsch 
Franz J. Haydn Paukenmesse (Mass in Time 
of War) 
Franz J. Haydn Lord Nelson Mass 
Giuseppe Verdi Dies lrae from Requiem 
in memory of Dr. Martin 
Luther King Jr. 
Gioachini Rossini Stabat Mater 
Anton Bruckner Mass in c minor (excerpts) 
Carl Orff Carmina Burana 
Gioachini Rossini Stabat Mater 
Table 49 
May 1969: Senior Wind Ensemble Repe11oire 
Composer 
Vaclav Nelhybel 
Herbert Bie1awa 
Ginastera-John 
Composition 
Trittico 
Spectrum 
Danza Final from Estancia 
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May 1964 
December 1967 
January 1968 
May 1968 
May 1969 
December 1969 
June 1970 
June 1974 
Table 50 
Orchestra VI Concert May 28, 1968 
Composer 
J. S. Bach 
Aram Khachaturian 
Ludwig van Beethoven 
Note. James Brown conducted. 
Table 51 
Orchestra VI Concert May 28 , 1969 
Composer 
Henry Purcell 
Ludwig van Beethoven 
Jaromir Weinberger 
Note. Beulah Klinger conducted. 
Composition 
Fugue in g minor 
Lullaby and Dance olthe Maidens 
from the Gayne Suite 
Symphony #4, first movement 
Composition 
Overture Purcelliana 
Symphony # 1, first and fomih movements 
Polka from Schwanda 
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Select music students, senior orchestra and school choms members pmiicipated in 
the Composers Recognition Week festivities that took place on May 19-25, 1969, x7 1 at 
the HSMA. A proclamation-ceremony and conceti initiated the week-long festivities on 
May 19, 1969, at 11 a. m. Richard Klein , principal , gave the introductory remarks. Otto 
XII ··composers Recognition Week Concert ,"' Program courtesy of Albert Glinsky. M&A 
"70. 
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L . 872 " . N Y k c· C "873 1 k Aft h h uenmg, a promment ew or tty omposer, a so spo e. er t e speec es, 
George Seuffe11, Music Consultant to Mayor Lindsay presented The Proclamation in 
honor of Composers Recognition Week to Mmiin Bookspan, Coordinator of Symphonic 
and Concet1 Activities, ASCAP. 874 Table 52 identifies the repertoire students performed 
at the concert. 
Table 52 
Repet1oire Perfonned at the Proclmnation-Ceremony and Concet1 
Composition/ Composer 
Fanfare in Eflat 
and Bflatfor Three 
Trumpets, Three Trombones, 
Three Whereas and One 
'I {' 8 . w· k. 875 T11ere1ore, eatnce tt m 
An Outdoor Overture, 
Aaron Copland 
Beat, Beat Drums, Text by 
Walt Whitman and music by 
Monis Lawner 
Performing Group 
Select HSMA students 
Senior Orchestra 
School Chorus 
Conductor 
Sidney Baker 
Alexander 
Richter 
Sybil Mandel 
SJ:> Otto Luening was bom in 1900 and died in 1 996. He was a German-American 
composer and conductor and was an early pioneer of electronic and tape music. 
SJ.' ' 'Composers Recognition Week Concert ,' . May 16, 1969. Courtesy Dr. Albert Glinsky, 
HSMA, Class 1970. 
XJ.J ASC AP is the synonym for "American Society of Composers, Authors and Publishers. 
'
7
' Beatrice Witkin was a New York City Composer, and Sponsor of Composers 
Recognition Week. 
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Commencement Exercises 
In the late fifties, toward the end of the McCarthy Era, city officials decided to 
introduce the loyalty oath pledge at graduation. Graduates not only recited the oath but 
they also signed a copy prior to graduation. Many seniors loathed having to recite the 
loyalty oath pledge during graduation. In reciting the oath, students acknowledged their 
gratitude and ptide in the school, as well as pledging responsibility to school and the 
nation: 
With gratitude to my school , with pride in my city, and with devotion to my 
country, I pledge: As a graduate, to cherish the tradition of the High School of 
Music and Art: As a citizen, to work both alone and with many to improve my 
city; and as an American , to obey my country's laws and to support and defend its 
constitution. 876 
According to Rifkin, there was a movement throughout New York City whereby 
high school students refused to recite the oath during graduation ceremonies in 1961. He 
refused to recite and sign the oath, and recalled the repercussions that followed his 
actions. Richter awarded Rifkin the HSMA 's highest music prize to be presented to him 
at graduation in 1961 . When Richter discovered that Rifkin had no intention of reciting 
the loyalty oath at graduation or signing it, he threatened to withdraw the music prize. 
When Bruce Freifeld, also a senior, and a violin player, leamed that the school 
contemplated withdrawing RifKin 's award, he threatened to inform the New York Post . At 
the time, the Post, considered a leftwing paper, was very suppmiive of students. When 
Richter and the administration found out about Freifeld ' s threat , the administration 
reversed its position and awarded Rifkin his music award despite the fact he did not recite 
K?h ··G radwllion Program:· HSM A C lass of 1963. A&F Association, Manhattan. NY. 
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or sign the oath. 877 By the early 1970s, the graduates' pledge had been removed from the 
878 
ceremony. 
By June 1963,879 commencement exercises returned to Carnegie Hall. Gerald 
Trevor stated that when he graduated from the HSMA in June 1960, graduation was held 
at Fashion Industries880 because "Carnegie Hall was being renovated. We were the class 
that broke the tradition of not being able to graduate from [sic] Carnegie Hall. This was a 
terrible tragedy for us, we were all very upset."881 Both the 1963 and 1964 graduation 
ceremonies followed the same format. (See Table 53 for overview of commencement 
programs.) The Alumni Association of the HSMA awarded eligible graduates awards for 
the first time in June 1963. The Alumni and Friends Association of the LaGuardia A tis 
Iligh School continues this tradition (2011 ). 
Table 53 
Commencement Exercises Programs ( 1963 and 1964) 
MA. 
1963 Commencement 
Processional: Wagner, Prelude 
to Die Meistersinger 
A reading from the Scriptures 
1964 Commencement 
Processional : Wagner, 
Prelude to Die Meistersinger 
A reading from the Scriptures 
877 Joshua Rifkin, M&A '6 1, interview with Peris Alban, December 28 , 2009. Boston, 
878 Due to the lack of graduation programs I am unsure as to when the removal of the 
pledge went into effect. 
~79 I only found graduation programs for 1963; 1964; 1970: 1981, and 1984. 
880 Trevor believed that graduat ion was held here but was not 100% certain . 
sg J Gerald Trevor interview with Peri s Alban . April 9. 2010 Ne\v Rochelle. NY. 
Salute to the Flag and sing The Star 
Spangled Banner 
Salutatory Address 
Senior choral selection: Schutz, 
Song ofPraise; Sybil Mandel, 
director 
HSMA' s Alumni Association Awards, 
presented for the first time 
LaGuardia Memorial Association Awards, 
Judge Eugene R. Canudo, Presenter 
Senior symphony orchestra selection: 
Brahms Symphony No.2, 2nd mvt. 
Alexander Richter, director 
Graduates ' Loyalty Oath Pledge 
Presentation of diplomas: Marie 
LaGuardia 
Valedictory Address 
School Song 
Recessional : Wagner, Prelude to 
Die Meistersinger 
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Salute to the Flag and sing 
The Star Spangled Banner 
Salutatory Address 
Senior choral selection: 
Beethoven, Kyrie from Missa 
Solemnis; Sybil Mandel, 
director 
HSMA's Alumni Association 
Awards 
LaGuardia Memorial 
Association Awards, Judge 
Eugene R. Canudo, Presenter 
Senior symphony orchestra 
selection: Smetana The 
Moldau; Alexander Richter, 
director 
Graduates ' Loyalty Oath 
Pledge 
Presentation of diplomas : 
Marie LaGuardia 
Valedictory Address 
School Song 
Recessional: Wagner, 
Prelude to Die Meistersinger 
Two notable changes appeared in the 1981 commencement exercises program. 
First, Marie LaGuardia ceased to present the graduates with their diplomas. Since there 
are no availabl e graduation programs fo r th e years 1971-1980, it is difficult to asce1iain 
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when Marie LaGuardia ceased to attend or participate in other ways in the 
commencement exercises. The second change was the omission of a Christian biblical 
scripture reading. Again, due to the lack of graduation programs it is difficult to ascertain 
when this tradition ceased. 
The Late 60s and Early 70s 
The sixties was a time of upheaval in the United States and oftentimes students 
challenged authority and were at the forefront ofprotests. This decade, often referred to 
as "the swinging sixties," expe1ienced great loss as well. President John F. Kennedy was 
assassinated in 1963 ; Malcolm X was assassinated in 1965 ; and both Martin Luther King 
Jr. and Robert Kennedy were assassinated in 1968 . Americans experienced the Cuban 
Missile Crisis in 1962, and protests against the Vietnam War escalated. They listened to 
Mmiin Luther King Jr. 's speech "I Have a Dream," in Washington DC in 1963 , and 
suffered the effects of the Six-Day War of 1967. Towards the end ofthe decade the 
nation enjoyed happier moments such as the successful launching of Apollo 11 , on July 
16, 1969, culminating with Neil Annstrong' s successful walk on the moon on July 20. In 
upstate New York, thousands were drawn to Woodstock on August 15, 16, and 17, 1969, 
for ·"The Aquarian Exposition: 3 Days of Peace and Music." 
" The civil rights movement involved protests against the inequality of minorities, 
and activists often expressed their di sdain in song. Performers such as Bob Dylan, Joan 
Baez, Janis lan ,882 Pete Seeger, Phil Ochs, Sam Cooke, Oti s Redding, Aretha Franklin, 
xxl Janis Ian attended the HSM A for a time in 1965-67. She was asked to leave by the 
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James Brown, Nina Simone, and Peter, Paul 88 3 and Mary, were at the forefront of the 
movement. Forums were regularly an·anged in Greenwich Village, Columbia University, 
Barnard College, City College, and Central Park in New York City, where protestors 
focused on the Vietnam War and the withdrawal of American soldiers, the government's 
enlistment of young men directly upon graduation, and women's liberation and abmiion 
rights. 
As HSMA students arrived at school, representatives from various groups often 
stood outside distributing flyers to announce upcoming events. 884 Since the Constitution ' s 
First Amendment protected the distribution of flyers, the activity was pennitted outside 
school buildings despite school administrators' attempts to block the activity. In addition 
to the general unrest, select high school students at the HSMA realized they had no 
students ' bill of rights. Additionally, some African-Ame1ican militant students, who 
perceived the inequality of education, began challenging school officials to modify the 
curriculum by making it less Eurocentric. 885 These particular students demanded the 
inclusion of African studies in the schools' cuniculum, and they demanded that the BOE 
hire Third World teachers. 886 
Several students from the HSMA became social activists between 1968 and 1970. 
While a handful led the charge, the school became the epicenter for social activism. To 
administration. 
ss_, Paul Yarrow was a graduate of the HSMA, Class of 1955 _ He continues to perfonn at 
the school for special fund-raising events. 
884 This happened at other city high schools as well during this time_ 
~s s Minority students city-wide also protested for a more inclusive curriculum_ 
ss~> In the 60s this term refeiTed to minmities no matter their country of origin, but often 
mea nt Ati-ican-Americans The term is obso lete today. 
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complicate matters further, New York City's economy was weak and racial inequality ran 
rampant. The BOE was criticized regarding its desegregation policy in city schools, 887 
which forced the teachers ' union (UFT) to organize several strikes disrupting students ' 
education. 
Towards the end of summer 1967, a teachers ' strike loomed on the hmizon 
because the BOE and the UFT had not reached a settlement concerning a new teachers ' 
contract. One unresolved issue in the negotiations was the removal of disruptive students 
from classrooms. Civil rights leaders and African-American militants were offended by 
the removal of the disruptive students clause in the teacher contract since "most 
suspended children were black and Pue1io Rican .... The Union was striking for the right 
to put black and Puerto Rican children out of the class more easily."m Mmiin Luther 
King Jr. , wrote Shanker889 a letter urging him to be cautious because teachers should not 
view student misbehavior as "purely [a] police matter."890 
In September 1967, the strike became a reality but lntennediate School (IS) 5589 1 
in Ocean-Hill Brownsville892 and IS 201 in Harlem 893 defied the union and schools 
887 For a detailed discussion conceming the history of New York City Public Schools see 
Diane Ravitch, The Great School Wars , 3rd eel . (Baltimore, MD: The Jolm Hopkins University 
Press, 2000). 
888 Diane Ravitch, The Great School Wars , 3rd eel. (Baltimore, MD: The John Hopkins 
University Press, 2000), 327. 
889 Albert Shanker was the UFT's President. 
~ 90 Martin Luther King Jr. , to Albert Shanker as quoted in, Sean Ahern , review o( The 
Strike That Changed Neov York: Blacks, Whites and the Ocean Hill-Brownsville Crisis, by Jera ld 
Podair, Journal ofthe Research Group on Socialism and Democracv Online, 17, no. 2 (2003). 
http ://sdonline.org/34/the-strike-that-changed-new-york-blacks-white-and-the-ocean-hill-
brownsville-crisi s/ Accessed August 22, 2011. 
~9 1 IS is the acronym for lntem1ecliate School. 
892 Ocean-Hill Brownsville is in Brookl yn. 
89
·' Harlem is in Manhattan. 
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remained open. Those teachers in Brownsville who opted to join the picket line 
complained of council harassment to the UFT, and striking teachers from IS 201 where 
told not to report back to school once the strike was over. The UFT protested and told the 
IS 201 board that it had no authority to prevent striking teachers from returning to work. 
The HSMA was affected like other city schools during the 1967 September strike, 
which proved to be one of many teachers ' strikes before the decade's end. The school 
newspaper Overtone, recorded the strike's impact on the school. Programs were severely 
cmiailed, and all assemblies and mid-tem1 exams were cancelled. Also, no art exhibit 
occmTed during the December 1967 semi-annual conce1i. 894 The next strike of May-June 
1968, affected only New York students in the Ocean-Hill Brownsville district and 
repercussions fi·om that strike affected the entire city school system in the fall. 
Like all city-schools, the HSMA remained closed during the majority of the city-
wide strike that lasted nearly six weeks and the HSMA ' s Parents Association ananged 
for students to attend an interim school during the strike. In a letter dated October 23, 
1968, the association urged families to take advantage of this opportunity. Located in Our 
Savior's Atonement Lutheran Church at 1 78 Bennett A venue one block west of 
Broadway at West I 89th Street in Upper Manhattan, the HSMA's interim school offered 
academic subjects to all seniors and juniors who rep01ied to the location. School college 
counselors and guidance counselors were also in attendance. The Parents Association 
arranged for additional facilities for freshmen and sophomores as well. 895 
g
94 I confirmed thi s report as I have a copy or the December 1967 semi-annual concert 
program. 
S'l) There is no document that identifi es where the s it e for the freshmen and sophomo res 
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Richard Roberts, student, remembers this lengthy strike vividly and recalls that it 
"was greeted with a great deal of antipathy."896 To protest the teachers' picketing outside 
the HSMA, he staged his own protest to signify his discontent with the situation. He 
stood across the street, crossed his arms, and glared at the teachers. Initially, he was 
alone, and although he did not actively organize it, over time more people joined him. 
Roberts recalled that a Broadway composer or producer897 organized "a class off-campus 
somewhere so that students could continue with harmony and theory classes,"898 which 
he attended during the strike. Riback remembered attending an altemate school , and he 
appreciated the fact that certain teachers were willing to cross the picket line to continue 
teaching. This made him appreciate those teachers even more. 
On November 1, 1968, the Parents Association mailed another letter to parents 
infonning them that the BOE had authorized the opening of the HSMA building, and that 
several teachers had agreed to cross the picket line in order to teach. The BOE authorized 
parents who were also teachers to go to the school to lead seminars in their field of study, 
which included music theory and hannony, political science and economics, drama, 
African history, television writing and production. Students came to school prepared with 
textbooks, pens and notebooks, and an·ived by no later than 8:30a.m. The Parents 
Association suppot1ed the BOE in their decision to open the school and urged parents to 
send their children to school. 
was located. 
S% Richard Roberts phone interview with Peri s Alban, December 27, 2010. 
~ ·n Robert s could not recall the musician' s name but he had a son at the HSMA during the 
s trike. 
X% Ri chard Roberts phone intervi ew wit h Peri s Alban. December 27 . 2010. 
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Anthony Delgado remembers attending the HSMA during the strike and sitting in 
the auditorium waiting to attend classes. He remembered the odd feeling he had seeing 
his teachers picketing outside the school and his uncertainty of what was happening. 
Delgado explained these picketers didn ' t chant, rather they only carried billboards as they 
walked: 
I remember coming to school and seeing my teachers with billboards and on 
strike walking around. They didn ' t do chanting back then they just walked 
around. I remember thinking, "What's going on here?" Students went to the 
auditorium in shifts. We did this every day.899 
Fred Ost's father was very active dming the strike and did not suppmi the union 
at this time although he was pro-union. His father believed in community-controlled 
schools and could not suppmi this particular strike. Ost 's father was very involved with 
the Parents Association, and was instmmental in persuading the BOE to open the HSMA 
during the strike. Ost, like Riback, stated that attending the school during the strike was 
one of the best educational expe1iences he ever had. He remembers his mathematics 
teacher crossing the picket line to teach at the school, and that some students ' parents 
came and taught as well. 
The UFT ultimately succeeded in reinstating unionized teachers to the Ocean 
Hill-Brownsville schools, as well as securing strong procedural protection guidelines for 
its members if disciplinary measures were called for in the future. After being closed for 
nearly six weeks, city schools re-opened on November 1 i", 1968.900 
X'l'l Anthony Delgado interview with Peris Alban, August 12, 2010. Rego Park, Queens, 
NY. 
'l tltl For detailed information concerning how the third strike was resolved with agreed 
upon terms see Diane Ravitch. Th e Great School Wars, 3rd ed . (Baltimore, MD: The John 
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When students retumed to the HSMA in November, Klein sent a welcome back 
letter to reassure students that the effects of the strike would be minimized as much as 
possible. Klein delineated that, I) the school cuniculum had been modified ; 2) school 
started as if it was the twelfth day of school; 3) exams were based on work completed 
while school was in full session; 4) work completed dming the strike was considered 
extra-cunicular; 5) marking periods were adjusted, and lastly, 6) the testing schedule had 
been modified. Both Klein and the guidance department worked closely with seniors to 
ensure their graduation, and they articulated the students' situation to the nation 's 
colleges. 
When the Class of 1969 graduated, Principal Klein reflected on the seniors ' 
resiliency in the strike 's wake in his yearbook greeting. He commended their ·'ability to 
d . . . h I " 90 I h "C: d . 1 I b I f react to unrest an cns1s w1t ca m, w en 1ace wit 1 monumenta pro ems o 
cancelled Regents examinations, a senior year shmiened drastically, college applications 
submitted late [and] a lengthened school day."902 
Once the strike was over the BOE mandated that high schools lengthen the 
instructional day by 45 minutes, conduct Saturday classes on selected days during the 
semester, and remain open--either partly or entirely--during the Christmas and Easter 
vacations. These actions enabled striking teachers to collect their paychecks that had been 
affected by the strike to compensate for lost instructional time but the BOE stipulated that 
attending Saturday and vacation sess ions were voluntary for students. Klein added five 
Hopkins University Press, 2000), 376-378. 
911 1 Richard Klein , Address, Yearbook, 1968. Courtesy of A&F Assoc iat ion, Manhattan, 
NY. 
'
1112 Ibid . 
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additional minutes to each class period to meet the board 's 45-minute mandate. Students 
disliked this arrangement and protested in letters to Klein. 
The school' s Student Union prepared to strike on November 29th in retaliation to 
the extended day mandate and distributed flyers urging students to ignore the newly 
designated time and report to school at 8:40a.m. as usual. The student union also 
encouraged students to boycott Saturday sessions. Student union members argued that 
teachers had successfully prepared students for Regents exams during summer school in 
July with sessions lasting on ly an hour and a half daily. Hence, they should be "capable 
of teaching it [the Regents courses] in the 7 remaining months ofschool."903 Three 
hundred HSMA students took part in the November 291h strike, ~hich was the first of 
several protests held in city schools the following week. The student union arranged a 
meeting in lower Manhattan on November 29th following the students ' picketing " to 
discuss our position and tactics,"904 for subsequent protests. 
In an attempt to reach a peaceful resolution to the extended day debacle, several 
students suggested to Klein that the add itional 45 minutes be organized as a full period 
either before or after school. To fu1iher discuss thi s suggestion, Klein arranged a Student 
Forum on December 2, 1968. Students voiced their opinions and suggestions to Klein and 
faculty members, while Klein infonned students that if they wanted the mandated 45 
minutes as a class period then attendance wou ld be mandatory. There is no evidence that 
suggests the mandated 45 minutes in question was organized as a full class pe1iod . 
9111 Strike Flyer, November 1968. Cou rt esy of A lbert Glinsky. 
911~ lbid. 
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Vacation and Saturday attendance remained voluntary. 
Prior to the forum, Klein had distributed a memorandum to students addressing 
several issues that had surfaced since the school re-opened on November 17, 1968. Klein 
exhibited patience with students' protests of the extension of the school day, and he 
forwarded student petitions to the BOE. However, he did not tolerate student 
insubordination as a form of protest. Klein wamed students that walking out of last 
period class in defiance of school authority and arriving late to first period would result in 
the school taking immediate action against those students. Ramifications included student 
suspension from class or possible transfer to another district high school depending on 
the severity of the situation, a letter sent home to parents, and marking tardiness as a 
''deliberate violation of regulations and as a cut."905 Furthermore, Klein indicated that 
these actions would be recorded on the student's pennanent record. Klein wamed 
students, "The administration ofthis school cannot stand by while political activists urge 
you to ruin your future by futiher disrupting the already damaged schoQL year. You came 
here for a good education. Let's get on with it!"906 
The HSMA's General Organization (GO) was very active following the lengthy 
fall strike. In response to the protests, forums, and potential student strikes, Steve 
Mencl1er, president ofthe GO distributed a memorandum to all students. He requested 
that they work amicably to resolve the reverberations of the strike. Mencher also 
requested that students assist him in overhauling the long-defunct GO to make it an 
''
115 Memorandum by Richard Klein to the HSMA Student Body, December 2, 1968. 
Courtesy of Albert Glinsky. 
''"
6 Ibid . 
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organization that represented the entire student body. For that to happen, the GO 
Constitution needed revision. Mencher sent a rough copy of the amended constitution to 
every class requesting that students study and discuss its contents for approval. He also 
informed students that during the organization ' s November 2i1\ meeting the "subject of 
whether the Black Student Organization should be affiliated with the G0,"907 had been 
discussed. Mencher asked for student responses conceming this issue. In closing his 
memo, Mencher reiterated , "The GO stands for student representation and responsibility. 
Help us change the GO so that it can be meaningful for everybody."908 
The Black Student Organization (BSO) had been established at the HSMA 
sometime in late 1967, as a separate organization from the GO. African-American 
students reali zed they had no voice even in a school such as the HSMA. Therefore, 
students fmmed their own organization to address their specific concems. "The once 
loose and splintered Black student populace was slowly becoming a collectivity."909 The 
BSO played an extensive role in redefining how the administration and faculty treated 
minorities at the HSMA. The organization played a vital role in re-shaping the music 
cuniculum insisting that it include music of other cultures as well. 
Institutional Green 
Institutional Green was the HSMA' s underground newspaper. In retaliation to 
907 Memorandum from Steve Mencher to the HSMA's student body, December 4 , 1968. 
Courtesy of Albe11 Glinsky. 
lJ OR Ibid . 
909 Donald Reeves, Nores o{a Processed Brorlier, (New York C ity: NY, Pantheon Books, 
197 1). 103. 
349 
Klein ' s unwillingness to meet student demands following the lengthy fall (1968) strike at 
least partially, a group of disillusioned students established an altemative newspaper 
called Institutional Green. The first edition appeared in early 1969, and at least two other 
editions were published. The paper was discontinued after 1970. In the inaugural edition, 
student editors explained their reasoning for publishing an underground paper. The idea 
stemmed from instructors and teachers of the interim school who had empowered the 
students to stand up for their 1ights. The paper's student editors argued that since the 
paper was theirs, they did not need an advisor or the principal ' s approval to publish it: 
As we, the students, realize and extend our newly found power, we will need a 
place to put down our thoughts, ideas, proposals, complaints, disagreements and 
anything else that is on our minds ... Institutional Green does not need a G.O. 
advisor's or a principal 's approval. It is ours. 
An experiment in power had shown students what they could do. The 
Interim school, in an uptown church, also showed some of us that education did 
not have to be dreary, filled with rules and directives. It could be different if we, 
the students who must take the crap that the teachers dish out, have power.l) 10 
Dave Goodman, a parent instructor who taught at the HSMA during the fall 1968 strike, 
described how education at the school became a democratic process. The school was 
liberated, and students were encouraged to hold discussions with their classmates and 
teachers to take ownership of their education: 
Music and Art was liberated: the excitement ofleaming filled the place. Trust, 
and the eagemess that comes with choice, reigned . . . The process of learning took 
on a new meaning for everybody as it became the result of consultation among 
students, parents and teachers. For the first time in their lives students could say: 
"This school, this class, is for me. They are mine. "l) 11 
910 
''M&A ' s First Underground Paper! " in Institutional Green, Early 1969. Courtesy of 
Eric Riback, HSMA Class of 1970. 
9 11 Dave Goodman, in ''M&A's First Underground Paper1 .. in lnstitutiono / Gr~:en . Ea rl y 
1969. Courtesy of E1ic Riback, HSMA C lass of 1970. 
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Institutional Green 's editors declared that the HSMA was just like other city high 
schools, only it had a little nicer principal and fewer petty refonns. They also rendered 
the GO powerless, and that Overtone was 1idiculous and defunct. Neither was 
discontinued. The editors published atiicles concerning the plight of other city high 
schools both locally and nationally declaring that student uprising was inevitable. 
Internal Unrest 
In February 1969, the student body elected a new GO president, Donald Reeves, 
who also served as president of the United Student Party, the school ' s first political party. 
Eric Bibb9 12 was elected Secretary. Reeves described the Party' s role within the school as 
a means of getting students involved with the GO, and as president he worked closely 
with the administration to address school issues as perceived by minority students . One of 
those issues involved the inc! usion of jazz music in school concerts . The semi-annual 
concerts remained Eurocentric to the dismay of many African-Ame1ican students. Bibb 
had already discussed with Klein the possibility of including black culture in the English 
and history cunicula. 
Bibb had other concems that he voiced at an assembly prior to the GO elections. 
He felt that the student body was being split along racial lines . Bibb "charged that the 
912 Eric Bibb graduated fi·om the !-!SMA in 1970, and wa s very involved with the Black 
Student Organi zation and the G.O. Bibb is a world-renowned guitarist and singer, and comes 
ti-om a long line of professional musicians. Hi s father, Leon Bibb, is a singer who was involved in 
the folk scene of the ' 60s in NYC. Hi s uncle was jazz piani st and composer, John Lewis, who 
perfom1ed with the Modern .Jazz Quartet, and Paul Robeson , actor/s inger/activi st was E1ic · s 
godfather. l reached out to Bibb· s manager hoping for an interview . Hi s manager sent Bibb my 
request but he never responded . 
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administration was insensitive to the fact that the elections were being held on Black 
Awareness Day, when many black students would be absent."9 13 Klein responded to 
Bibb' s allegation stating that he had polled students conceming the election date, and that 
the majority did not want it changed. In a rebuttal to Klein's statement, several black GO 
candidates informed the assembly that no one, including Klein, had approached them 
conceming this matter. In the end the GO election was postponed until February 24, 
1969. This allowed all HSMA students to vote for their GO representatives. 
By the end of April , tensions were high between Afiican-American students and 
the administration. In an attempt to diffuse matters, Klein ordered two 15-minute school 
assemblies for April 30111 • The first assembly was orderly, and Klein explained that no 
demands had been presented to him by any student organization to date for better 
treatment of minorities and the inclusion of minority studies in the school cutTiculum. 
9 14 . Reeves was present at the second assembly, whom Klem acknowledged, but before 
Reeves could speak, another student intetTupted. Danyl Chisolm, Third World 
Organization 9 15 leader, and a member of the BSO, "rose to the balcony and attempted to 
li st seventeen demands"9 16 the organization had for the administration. Included in the 17 
demands were: 
a) the appointment of more black instructors 
b) an increase in the number of incoming black students by September 1969 to 
9 1.
1 Eric Bi bb, ·'The Victors: United Student Party,'· Overtone, Vol. 62, No .2, Apri l, 1969. 
Court esy of A lbert G linsky. 
" 1 ~ Donald Reeves. President of the GO 
''
15 Part of the Black St udent Orga ni za tion. 
"
11
' ··s tudent Forum:· OFI!J"!one Vo l. 62. No . 3. June 1969. Courtesy o f Eric Riback . 
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include students who lived in the community 
c) a cuniculum revision to address the needs ofblacks and minority students 
d) the appointment of black instructors, experienced with the black population to 
specifically teach Black History (not Negro History) 
e) an increase in the school's community involvement 
f) a provision for a bulletin board similar to the GO board for BSO 
announcements and infom1ation 
g) a guarantee of college admission for all black and minority students 
h) an end to all automatic suspensions and involuntary transfers 
i) an organization of a "Third World Cultural Workshop" to select more diverse 
music for the semi-annual concerts; and 
j) a recognition of the BSO as an established functioning body within the 
school. 917 
Klein informed Chisolm that he was out of order and handed the microphone to Reeves 
who addressed the students . When Klein dismissed the assembly no one moved. Students 
wanted further infonnation concerning the seventeen demands but none was forthcoming. 
"Some white and moderate black students viewed [the assembly] with honor, fearing that 
chaos might prevail. Few people knew what the demands were. "9 18 Reeves decided to 
hold an impromptu student forum but students paid little attention to him. Someone 
summoned Klein back into the auditorium. 9 19 
'
117 Adapted fi·om Institutionul Green printed around June 1969. Courtesy of Eric Riback. 
'm ''Student Forum,"' Overtone Vol. 62 , No.3, June 1969. Courtesy of Eric Riback. 
'ii'J The Assemblies were corroborated by several a lumni who interviewed with me. 
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A group ofblack militant students were dissatisfied with the administration 's 
unresponsiveness concerning their demands that resulted in some students committing 
questionable acts that endangered the lives of those at the school. Prior to May 151, a 
group of students tried to start fires in the school and threw Molotov cocktails into the 
stairways and bathrooms.92° Fortunately, no-one was injured, and the Molotov cocktails 
did no substantial damage to the inside ofthe school but on May 1, 1969, fire broke out 
in Room 412 causing considerable damage. The fo11owing day, Reeves held a lunchtime 
meeting for students and admitted that what was happening at the school perplexed him . 
The non-accidental fire in the classroom lent credence to his doubts that the student body 
wasn ' t ready to address divisive issues at the school: 
Yesterday there were four attempts to start fires in our school, and finally there 
was one that succeeded. Sometimes I have to sit in silence and think about just 
what ' s happening in our school. I thought that by bringing our problems out into 
the open, we would be in a better position to fonnulate some plan to cope with 
them. But maybe we aren ' t ready to face things in the open. The fire was not an 
'd I k . d k . 92 1 acc1 ent. now It an you now It. ... 
Printed across the first page of Overtone was a caption that read: ' ·The Burning Without 
Cannot Bum out the Burning Within. "922 Reeves challenged the person(s) who set the fire 
to either collaborate with others to resolve their differences or leave the school. ' ·If you 
believe that black and white students cannot work together, then maybe you should get 
the hell out of this school. If our school burns, then we all burn because if s the only 
920 Information corroborated in interv iews with a lumni. 
921 Donald Reeves, "Reeves on Fire," Overtone Vol. 62, No.3, June 1969. Courtesy of 
Eric Riback. 
922 01'ertone Banner Vol. 62 , No . 3, June 1969. Courtesy of Eri c Riback . The quota tion is 
attributed to Marvin lllman, Engli sh teac her and newspaper adviso r. 
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school we have."923 No one was ever apprehended for setting the fires. 
In early June (1969), negotiations resumed between members of the BSO and 
Klein. Klein finally agreed to discuss Chisolm's 17 demands, first made public in 
February 1969, and he appointed a committee of teachers to review them. Prior to the 
June negotiations, Klein, who was in his first year as principal , had already decided that 
African music would not be represented in the May 1969 semi-ammal concert because it 
was not studied in the music curriculum. Klein and the committee did not formally adopt 
any ofthe BSO's demands before school ended in June 1969. Klein did allow the 
inclusion of African music in the December 1969 semi-annual concert, and the BSO was 
ultimately allowed to organize assemblies to honor African-American leaders. 
As the school year drew to a close, raci al tension escalated as the BSO continued 
to make further demands on the administration. Students and faculty members hoped the 
summer months would calm heated hearts . In reca lling the events of the late 1960s and 
early 1970s, Klein stated that the events that took place at the HSMA were not unique, 
and that Reeves ' participation in the school's GO and city-wide demonstrations was part 
of a movement that swept across many city hi gh school students during that pe1iod. In 
Klein's opinion, Reeves ' role in city-wide protests924 was aimed at disrupting the 
school 's orderly process of handling difficult situations.925 
92
·' Donald Reeves , " Reeves on F ire:· 0l'erlone Vol. 62 , No.3 , June 1969. Courtesy of 
Eric Riback. 
924 For detailed information see Donald Reeves, Notes o(a Processed Brother (New York 
C ity, NY: Pantheon Books, 197 1 ). I reached out to Donald Reeves but due to a busy teaching 
schedule an interview was not possible. Reeves did mail me severa l newspaper artic les 
chronic ling events that are brietly desc ribed in this study. 
<Jc) Richard Kle in. e-mai lmess<1ge to me. November 17. 20 10. 
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Anthony Delgado, student, stated that Klein had to address the needs of Hispanic 
students as well who formed their own organization during the same time as the BSO 
formed theirs. The organization, formally identified as Aspida, had several officers led by 
Dave Valentin .926 This organization ' s approach was not militant like the BSO, and Klein 
was more sympathetic towards the group than he was towards the BSO. Klein informed 
members of Aspida, "My door is always open." According to Delgado, "We took 
advantage of that. "927 
A strong relationship between the school and the immediate community was 
difficult since students traveled from all five boroughs to the HSMA. During the late 
1960s only a handful of students who lived in the neighborhood attended the school. 
Several parents demanded that Klein explain why so few students fi-om the immediate 
community attended the HSMA. To make matters worse, HSMA 's Music and Art Local: 
HS Student Union that was part of the city's high school union, di stributed a scathing 
flyer to students revealing that members of the immediate community had been 
prohibited from attending the May semi-annual conce1i and mi exhibit [ 1969] because 
school personnel were concerned for the safety of its students . They noted that "Cops 
surround[ed] the building to protect us fi-om them"928 on the day ofthe concert. The 
administration feared members of the community because they were predominantly 
At1-ican-Americans while the school population was predominantly Caucasian and 
NY. 
9~ 6 Dave Valentin is a famous jazz player who began playing flute while at the HSMA. 
9
"-
7 Anthony Delgado interview with Peri s Alban, August 12, 20 I 0. Rego Park, Queens, 
9"-~ Mu sic and Art Loca l: HS Student Union, distributed on May 19, 1969. Courtesy of 
A lbe rt Glinsky. 
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Jewish. This escalated existing racial tensions between the school and its surrounding 
community. The flyer also accused the administration of memorializing those white men 
who had founded and led the country in its formative years, but refused to recognize 
contemporary revolutionaries such as Malcolm X, who taught African-Americans to 
withstand discrimination and fight for equality. 
In an attempt to increase the HSMA 's visibility in the community, Sam Pittman, 
affiliated with PS 161 , a neighborhood elementary school, proposed to the HSMA 
administration that its students be allowed to tutor PS 161 black and Puerto Rican 
students. In April 1969, a tutorial program was established at PS 161. The goal of the 
music instruction was to "expose the students to the various music forms which [were] 
unknown to them as a result of living in a culturally disadvantaged neighborhood. It was 
also their [the volunteers] objective to acquaint the students with various instruments of 
the orchestra."929 There is no information that documents when this tutoring program was 
terminated. 
In further efforts to forge a strong relationship between the immediate community 
and school, the music depat1ment invited elementary school children to come hear the 
senior orchestra perfonn. A thank you note, written by second grade students from PS 
129, John H. Finley School, appeared in the November 1969 issue of Overtone after one 
such perfonnance: 
Thank you very much for letting us in the auditorium. We liked the music that the 
orchestra played . . .. We would like to come back to listen to the orchestra. They 
9
"
9 Sam Pittman, '·Help,"' Ovt'rfon e, Vol. 62 , No.2 , April 1969. Courtesy of Albert 
G linsky. 
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are excellent. Love, Class 2-1, John H. Finley School, PS 129, Manhattan. 930 
Stanley Skinner attended the HSMA and lived across the street during this period. 
He recollected that members of the community protested the school ' s admissions policy. 
According to community members, their impression of the HSMA was that it was a 
biased school giving opportunities to those students who lived outside the community 
(i.e. Brooklyn and the Bronx). Skinner could only remember five maybe ten students 
attending the school from the community, the rest travelled from Queens and Manhattan. 
In addition to curbing student protests and responding to BSO demands in the 
early pm1 of 1969, the BOE presented further challenges to Klein's success at HSMA. In 
May 1969 the BOE mandated that the school 93 1 eliminate 10% of its existing teaching 
positions in preparation for the upcoming 1969-1970 school year. This meant heavier 
teaching schedules and larger class sizes for remaining teachers. Protestors organized a 
city-wide day-long demonstration on June 11, 1969, at 10 a.m. at City Hall. The HSMA 's 
administration urged all students, parents, teachers, and other interested personnel to 
attend this demonstration. If the BOE canied through with their demands the HSMA 
would lose fifteen teaching positions resulting in 75 classes without an instructor at the 
school. To accommodate these budget cuts remaining teachers would have to give up 
their service periods in order to teach additional classes. Klein ensured that senior courses 
for graduation were safeguarded. 
In addition to loosing teachers, the HSMA eliminated many of its existing 
programs to meet the BOE's proposed budget for the 1969-1970 academic year. These 
'i 'O '"Thank You," Overtone. November Vol. 62. 1969. courtesy of Eric Riback. 
'!' 1 The mandate was city-wide. 
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programs included the CCNY932 tutoring program, two school publications, Overtone and 
Three Lively Arts, assemblies, Art and Music Honor Leagues, senior activities, and 
assistants to the guidance, attendance, and program offices. Additionally, courses in 
advanced math, all special English classes such as journalism, drama, speech, 
composition, physics, history-economics, music and art appreciation I and 2, and music 
and art electives were in danger of elimination. Other select classes such as crafts 1 and 3, 
studio practice 1 and 3, and music theory I and 3 had to be filled to capacity with 34 
students. 
In early June, the HSMA's students and faculty attended a protest at City Hall in 
response to the BOE ' s mandate to end the school ' s nine-period day, which was unique to 
the HSMA. A typical school day at the school consisted of eight instructional periods, 
and one period for lunch. This schedule was necessary to accommodate both the 
academic and studio classes. The first of these protests took place on June 2, I969 when 
400 students left school to protest at City Hall. When the students mTived at City Hall, 
city officials instructed them to go to II 0 Livingston Street, in lower Manhattan, which 
was the BOE's headquarters. Klein testified before the BOE that the school ' s dual 
mission mandated a lengthier school day. The board did not agree and fired back 
announcing that the HSMA had no right to expect additional monies from the BOE to 
support its unique program. Without BOE funds the school could not run an 8-day 
instructional program because teachers would not be paid. The New York City 
Depmiment of Education utili zed the same rationale during the 1990s when LaGuardia 
'! ·' 2 CCNY is the acronym for C it y Cn llet!e of Nevv York . 
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Arts HS was severely affected by budget cuts. Klein reflected on the support of city 
newspapers such as the New York Post and the New York Times concerning the 
elimination of the school's nine-period day: 
The [initial] protest at City Hall was a result ofthe Board of Education's decision 
to end the practice ofM&A' s having a longer school day to accommodate a full 
academic program plus an additional requirement of at least three periods of 
either art or music every day for the student--resulting in a larger per-pupil cost to 
the City than at other high schools at the time. I spoke before the Board of 
Education to plead our case and was suppotied there by many students and 
parents and was soundly lambasted by some members of the Board who argued 
that our students deserved no more financial support than students in other 
schools. Someone at the NY Post or the NY Times , I forget which , who was in 
attendance at the meeting wrote a scathing article defending me and the school 
and blasted the Board for their lack of understanding of the issue .... 933 
Following the first protest day (June 211ci, 1969), Reeves met with other GO 
officers to discuss organizing a student walk-out prior to another planned June yc1 mass 
rally at City Hall to protest the BOE's budget cuts. GO officers ' opinions were divided 
and Reeves took matters into his own hands. At 10 a.m. on June 3rci, he called for a 
spontaneous meeting in the auditorium disregarding Klein's orders not to do so despite 
being threatened with a school suspension. Later the same day, Reeves attempted a 
second walk-out but Klein apprehended and suspended him. Immediately following 
Reeves ' suspension the fire bell rang and the entire school evacuated the building. The 
majority of students returned to class shortly thereafter with the exception of 400 
students. To protest Reeves ' suspension these students filed into the cafeteria to listen to 
Daniel Chisolm, BSO leader, speak. As the aftemoon progressed the student protest in 
the cafeteria turned into a sit-in. The students eventually disbanded when Klein 
'! .
1
.
1 R icharcl Klein. e-ma i I message to Per is AI ban. September 21 . 20 I 0. 
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threatened police intervention. 
Students were simultaneously protesting two concerns, the BOE budget cuts, and 
the demand for the inclusion of third world studies into the school's academic and studio 
cuniculums. Klein refused to provide amnesty to any student who broke school rules 
during any negotiations, which further angered members of the BSO. On Thursday June 
5111 , Klein reinstated Reeves, and in the early part of the morning, 200 students entered 
and barricaded the cafetetia, and fonnulated 12 new demands focused on minority 
students' rights and a more inclusive cuniculum. Klein immediately announced a 
modified bell schedule934 and called the police, who arrived at 11 a.m. in two police vans. 
An hour later the police left, and the majority of the students, with the exception of those 
barricaded in the cafeteria, left the school to join faculty members who went to protest the 
budget cuts at City Hall. Klein remained at the school and negotiated with the banicaded 
students along with members of Lindsay' s Task Force. 935 Finally, at 10 o'clock that night 
the students left peacefully. 
The following day (Friday, June 6), negotiations resumed between the students 
and Klein. When Klein refused to provide amnesty to any student for any future actions 
as a condition for talks, students tenninated negotiations and militant students took over 
9 14 Instead of following the customary 1-9 periods students went to their 1 ,2 , 7 ,8 , and 9 
period classes. 
915 Mayor Jolm Lindsay had a speci al task force identified as Urban Task Forces, which 
assisted in conflict resolutions following Dr. Martin Luther King's assass ination on April 4, 1968. 
Following the assassination, Lindsay went to Harlem and walked the streets offering condol ences 
to distraught and angry residents. Lindsay understood the frustrations of blacks and Hispan ics 
especially when they were mistreated by police, could not find employment, and that their 
school s and homes were below standard. Lindsay ' s task force members traveled to minority 
neighborhoods to li sten to residents ' grievances, and they established youth programs for 
minoriti es across th e city. 
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the cafeteria again. 936 Delgado remembered those cafeteria sit-ins, although he never 
participated in them. He also did not recall any members of Aspida participating in them 
either. At the time, his education was more important to him, but he admitted that the 
protests and sit-ins made him wonder about the rationale behind protesting students ' 
actions: 
We were musicians and we . . . for me .. . I was so privileged and honored to be in 
such a school that I didn ' t want to be a part of that. I only wanted to be in school , 
and I think the other guys and girls felt the same way. The sit-ins didn ' t hinder my 
education but it got me thinking. What were they [black students] talking about? 
Why were they so mad? Stufflike that. Later on I understood . . . 937 
By fall 1969, anti-war protests intensified around the city and the nation, and 
students from the HSMA became actively involved in city protests. The first 
demonstration of the new school year was held on September 2i 11 , 1969, at 
Hammarskjold Plaza, First A venue and 4 i 11 Street in Manhattan. According to the 
event ' s organizers, this demonstration was a success and paved the way for a city-wide 
moratorium to end the Vietnam War. The moratorium took place on October 15, and its 
organizers recommended to the BOE that they shut schools that day so students could 
attend. Representatives from the HSMA, which included GO members, volunteered to 
coordinate the day' s program, and they extended an invitation to interested students to 
meet with them to organize the day ' s events in a unified manner. 
Although the moratorium proved successful citywide, Reeves perceived faction s 
within the HSMA who refused to unite over any societal issue, and he tried to remedy 
9
.1 6 These events were corroborated by alumni and chroni c led in Reeves · book. 
'J:\7 Anthony D elgado interview with Peris Alban. August 12. 20 I 0. Rego Pa rk . Qu eens. 
NY. 
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this apathy. Reeves also noticed this apathy when school organizations tried to stand 
united while addressing school issues with the administration, but his efforts proved 
futile. Reeves noted an additional issue that he believed was greater than the color of 
one' s skin. That issue was the students ' lack of a bill of rights to aid them when 
challenged by authority figures. Before a true calm befell the school in September 1970, 
numerous protests and demonstrations continued to disrupt the daily functions of the 
school. 
The Student Union and the BSO began soliciting the support of students who 
were sympathetic to their cause in the fall of 1969, and these groups became more and 
more militant in their approach when confronting the administration. Ultimately, every 
student had to decide whether to actively support these groups or ignore them and 
perpetuate the status quo. According to Pam Gilbe1t, who was a student during this time 
period, there were "many apathetic students at [the school] who were wrapped in their 
own world."938 Despite this apathy, Riback could not understand why "the BSO had to 
pull the student body apmt as it did especially in a school such as M&A."939 
On November 7' 11 , a school student demonstration took place in response to 
students' perceptions that the administration lacked sufficient responses to their concerns. 
Prior to this demonstration, the GO organized an assembly so that students could air their 
concerns to Klein, giving him an opp01tunity to respond. A group of dissatisfied students 
left the auditorium and decided to continue the discussion in the cafeteria. Students who 
participated in this ad hoc discuss ion were cutting class, a school violation. Klein 
'J:I~ Pamela Gi lbert phone interview with Peris Alban. A ugust 3. 20 10. 
'J
1
'J Eric Riback interview with Peri s 1\ lb<lll. August 14. 20 I 0. Rhineback. NY. 
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reprimanded teachers for not handing out cut slips to students, and "threatening notes 
were sent home to parents of students suspected of participating"940 in the ad hoc 
discussion. In response to this retaliation, GO representatives prepared and distributed a 
flyer to students encouraging them to confront Klein for the manner in which he had 
chosen to respond to their demonstration: 
As soon as students show interest in the problems existing in school the 
administration cranks down. The school system is supposed to benefit us : should 
disciplinary action stifle education? Is the administration interested in our 
education? Teachers as well as students were harassed. 941 
In an effmi to force Klein to recognize that students had legitimate concerns, GO 
officers prepared a list of 15 resolutions for the administration to accept. Among them 
were: 
1) The establi shment of a truly representative student government with offices 
open to all students in good standing. 
2) The establishment of official school publications to reflect the policy and 
judgment of student editors ... Student publications should provide as much 
oppotiunity as possible for sincere expression of student opinion . 
3) Allow students to exercise their constitutionally protected tights of free speech 
and assembly as long as it didn ' t interfere with the operations of the regular 
school program . 
4) That students should be free from discrimination on the basis of ethnic 
background, sex, group membership, economic class, place of residence, or 
'1 ~ 11 Fl ye r h om the S.G . to th e stud ent body, N ovember 1969. Courtesy of A lbert Glinsky. 
''~ 1 Ibid . 
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any other personal factors, and 
5) That students should have the right to a fair hearing. 
In addressing the curriculum, GO officers prepared the following resolutions: 
1) There shall be a complete examination of all books and educational supplies 
upon the request of the majority of the student body, and/ or the School 
Liaison Board, and/ or the majority of the minority groups. 
2) The school library shall include a minorities studies selection which shall 
include a section on women, and other minority groups. 
3) Cultural exchange programs shall be pennitted between schools with 
anangements and programs to be decided upon by students.942 
These resolutions were ultimately incorporated and adopted as the New York City 
High School Students ' Bill ofRights in June 1970. Reeves was instrumental in ensuring 
that this Bill was adopted by the BOE.94 3 
December I 969 Semi-Annual Concert 
Since the school ' s establishment in 1936, the music cuniculum had emphasized 
the traditional classical Western canon, which angered Afiican-American students and 
led to protests . When Klein refused the inclusion of African music in the May 1969 semi-
annual concert, members of the BSO re-visited the request in early December. Since the 
9~ 2 Informat ion provided from Donald Reeves, Notes ofa Processed Brother (New York 
City, NY: Pantheon Books, 1971 ), 460-461 and 478-479. 
'>~ .1 Detailed information concerning the BOE' s adoption of the Students Bill of Rights is 
documented in Reeves ' book Notes u/a Prucessed Brother (Pantheon Books, New York City: 
NY. 197 1) . 
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inception of the BSO, its members had exposed the student body to alternative art forms 
and culture at school-wide assemblies. Klein was unwilling to have these art forms 
performed in fonnal perfonnances such as the semi-annual concerts. Klein finally 
reversed his position and allowed African-American students to perfonn African and jazz 
music in the December 1969 semi-annual concert. (See Table 54 for African and jazz 
music performed at this concert.) However, Klein cancelled one of the two December 
1969 perfonnances944 at the last minute due to a daylong demonstration led by black 
students. 
Table 54 
African and Jazz Music at the December 1969 Semi-Annual 
Composition 
Afi-ican Chants: 
Amaya 
A Piece of Ground 
Shoshalooza 
Boot Dance 
Eludefi-om the Brothers: 
Ancestral Theme 
Horace Si lver: Song ofMv Father 
Earl Mcintyre: A Different Thing 
Nina Simone: To Be Young, Gifted and Black 
Perfonners 
Duets 
Chorus and Dance 
Ensemble 
Jazz Orchestra 
Tyrone Jackson, 
pt ano 
Jazz Ensemble 
Chorus and Jazz 
Ensemble 
944 The Semi-Annual Concerts were perfo rmed o n two co nsecuti ve evenings. 
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Gospel Choir 
The gospel choir was established in 1969 also as a result of African-American 
students' demands. In its formative years, the gospel choir met as a club activity with 
after school rehearsals, like the jazz dance group. In 1974, the contemporary gospel choir, 
directed by William Fischer, its founding director, performed at the semi-annual concert. 
It is difficult to ascertain whether this was the gospel choir' s first semi-annual 
performance due to the lack of conceti programs between June 1970 and June 1974. 
The director allowed students the oppo1iunity to lead the gospel choir. This 
tradition continues today at LaGuardi a Atis High School (201 1 ). Student assistant 
directors for the 1974 semi-annual concert were Nurceal Griffith and Dawn Samuels. 
Table 55 li sts the songs the gospel choir perfonned in June 1974. 
Table 55 
June 1974 Semi-Annual Concert Gospel Choir Repertoire 
Song 
Trouble the World is In 
Help Us Master 
Joy Will Come in the Moming 
I Know It 's You 
Lord, You Gave Me Piece of Mind 
Random Selections 945 
Lead Singer 
Cheryl Wilson 
Valerie Joyner 
Jason Walker 
Beverl y Joll y 
Marcia Mitchell 
Note. Composers and anangers were not listed in the program. 
945 Random Selecti ons could deno te th<Jt the <llldi e nce reques ted a specific pi ece of mus ic 
o r that c ho ir members sugges ted a spec ific pi ece of mu s ic to perfo rm . 
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By the late seventies Del Valle directed the gospel choir, which performed in 
various New York City venues. After the choir's successful perfonnance at the McMillen 
Theatre in March 1980, Klein sent Del Valle a commendation letter complimenting and 
congratulating her on the gospel choir's successful performance. Klein most likely 
commended Del Valle ' s service to the school that went beyond regular school hours 
because it brought recognition to the school. This recognition in tum reflected positively 
on Klein as principal. Klein also showed his appreciation to Del Valle for the myriad 
other tasks she perfonned at school always on a voluntary basis: 
It is difficult for me to keep up with the many additional services you routinely 
perfonn during the course of the school year and to express my appreciation to 
you for this service rendered-always on a voluntary basis. 
I must pause at this point, however, to compliment you for the splendid 
achievement ofthe Contemporary Gospel Chorus as they won accolades in their 
recent perfonnance at the McMillen Theatre. Under your direction and leadership 
this class has been molded into a highly responsible and professional group who 
proudly represent their school. 946 
Klein composed a similar letter in October 1980, following his observation lesson 
with Del Valle. Klein's letter included important infon11ation concerning the 
development of the gospel chorus at the school. First, rehearsals were held in the seventh 
floor tower location of the school. Secondly, rehearsals were held during third period, 
meaning that a decade after its establishment, the gospel chorus was now an elective and 
programmed during the regular school day. Thirdly, stuqents directed the choir almost 
exclusively: 
I was overwhelmed, as usual , by the stunning professional quality of yo ur third 
period Gospel Choir which I observed you working with on Monday, October 27, 
1980. Class work begins at the ringing of the bell despite the fact that the seventh 
'1~6 Ri c hard Klein to Ed ith Del Valle, Marc h 25 . 1980. Court esy of Stephanie Del Valle . 
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floor tower location of this class, following the homeroom period, virtually 
mandates some degree of pupil lateness. Your students take their responsibilities 
seriously, the student choral leader assuming control with dignity and authority 
and the piano accompanist assisting with an extraordinary display of skill 
throughout. 
Members of the choir give one hundred percent of their energy, and their 
concern for quality is obvious. It was a joy to hear such a finely tuned instrument 
so early in the school year. No wonder we always receive rave reviews when you 
take this chorus to represent our school at a variety of out-of-school invitational 
events ... . 947 
The gospel choir continues these traditions at LaGuardia Arts High School. 
Class of 1970 Commencement Exercises 
The Class of 1970 did not depart from the HSMA quietly. A select group of 
militant students wamed Klein that if the African liberation fl ag was not allowed to cross 
the stage at Carnegie Hall during graduation, the Black Liberation Movement would 
di srupt the ceremony. Klein allowed the inclusion of the fla g, and "from the balcony of 
Camegie Hall, white parents shouted, ''Nazis, Nazis." A black parent looked toward the 
balcony wearily and said, "Oh, shut up,"948 as the African flag crossed the stage. 
The inclusion of the African liberation flag was not the only change that took 
place at the 1970 commencement exercises. The reading of Biblical scriptures and 
saluting the flag were omitted as was the graduates ' pledge and the singing of the school 
song. 949 Kosak off conducted the senior symphony orchestra having been appointed acting 
chairperson of the music department following Richter' s retirement in June 1969. (See 
'J
47 Richard Klein to Edith Del Vall e, October 29 , 1980. Courtesy of Stephanie D el Valle. 
948 ltabari Njeri , Eve1y Good-bye A in 'r Gone (New York, NY: Time Books, 1990), 215-
216 . Nj eri ' s birth name is Jill M orehead. 
')49 Sing ing the schoo l so ng was not inc luded in th e 1963 and 1964 ceremonies. 
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Table 56 for music performed at the ceremony.) In addibon, the commencement exercise 
program printed the school ' s new formal title adopted in October 1969--High School of 
Music and Art, A Division of the Fiorello H. LaGuardia High School of Music and the 
Arts . In keeping with tradition, Marie LaGuardia presented the graduates with their 
diplomas. 
Table 56 
Music Perfonned at the 1970 Commencement Exercises 
Composition Perfonning Group Conductor 
Processional: Prelude to Senior Symphony Gabriel Kosakoff 
Die Meistersinger, Orchestra 
Richard Wagner 
Musical Selection: Symphony #5, Senior Symphony Gabriel Kosakoff 
2nd Movement, Dimitri Orchestra 
Shostakovich 
Musical Selection: Alle Menschen Senior Choral Sybil Mandel 
Werden Bruder, Ludwig van Ensemble 
Beethoven 
Recessional: Prelude to Senior Symphony Gabriel Kosakoff 
Die Meistersinger, Orchestra 
Richard Wagner 
The 1969-1970 school year was officially over. When students returned in 
September 1970, calmness pervaded the school , and the most tumultuous era in tl1e 
school' s hi story had closed . Klein revealed years later that while attending semi-annual 
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conce1is at LaGuardia Arts High School, fonner student protestors approached him, and 
shared with him their appreciation of how well he handled the protests. Klein lost contact 
with Reeves after he graduated in 1970. 
Other than infonnation pertaining to the construction of the new facility at 
Lincoln Center, there is no available documentation chronicling the school ' s history 
between 1970 and 1982. 
High School o('Music and Art: 1982-1984 
Documentation pe1iaining to the HSMA ' s activities during its last two years at the 
Castle is sparse but students were busy both in and outside school with orchestral and 
band performances. Select feeder schools continued to provide the school (and SPA) with 
excellent students while neighborhood families challenged the legitimacy of the audition 
protocol , and the BOE challenged the school with an insufficient budget that threatened 
the livelihood of eight teachers in 1984. The HSMA 's last commencement exercises of 
June 1984 took place at A very Fisher Hall in Lincoln Center. 
Based on a handful of congratulatory letters sent back and f01ih between Klein 
and various members of the BOE, students and faculty members were busy perfonning in 
various venues around New York City. Students and faculty pmiicipated in the All-City 
Orchestra, Chorus, and Band, perfom1ing as instrumentalists and conductors . Klein 
infonned the school's chancellor, Frank Macchiarola of one pmiicular student's success. 
Lawrence Abem1an, a senior at HSMA , was invited to perform as a soloist with the New 
York Philharmonic. This was a momentous occasion since it was the first time in the 
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Philharmonic's history that it had invited a school student to perfotm with them. 
Abennan also perfonned with Lionel Hampton who visited the HSMA for a day in 
March 1982. It took Macchiarola sent a congratulatory note to Aberman on his 
performances noting that it was quite an achievement to have been chosen to perform 
with the orchestra and Lionel Hampton. Macchiarola informed Abennan that he made the 
city's public schools proud, and that he was always welcomed to return to the HSMA and 
perfom1 after graduation. 
The HSMA was fortunate to have feeder junior high schools that sent potential 
applicants to the school every year. Klein sent a congratulatory letter to Charles Wilson, 
Superintendent of Manhattan's Community School District 2, for its outstanding arts 
programs. Five junior high schools were well represented with students who were 
accepted to the HSMA. Wilson ' s schools, IS 70, IS I 04, IS 65, IS 167, and IS 217, were 
in the top ten feeder schools, an amazing accomplishment, since the HSMA accepted 
students from 1 95 public schools and 65 private and parochial schools. 
Auditions under Attack 
The HSMA ' s audition process had been a source of contention since the late 
1960s when disgruntled parents challenged the audition protocol specifically when their 
children were not accepted. Others challenged the audition protocol arguing its unfaimess 
to minorities. It was the Manhattan Superintendent's Office who responded to these 
parents· allegations of unfairness and prejudices rather than the school administration. 
One parent, whose daughter auditioned and was not accepted into the vocal department, 
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believed the reason for her daughter' s rejection was a geographical prejudice. Her 
daughter attended a junior high school in the South Bronx. The mother received a reply 
from Latty, informing her that, ( 1) seven thousand students applied to the school and only 
670 applicants were accepted; (2) the largest competition was in the vocal department 
therefore, several applicants, including her daughter had not been accepted; and (3) in 
response to the school ' s geographical prejudice, "Your fears should be allayed by the 
knowledge that the largest percentage of Music & Art pupils come from the Bronx ."950 
Carol Poteat,95 1 sent a letter to another parent who challenged the authenticity of 
the audition process and its scoring. Poteat assured the parent that the process and scming 
were regulated by the Hecht-Calandra Act. Therefore, there was no arbitrary cut-off 
score. Students were accepted or rejected based on their audition score and on the 
availability of seats . Some parents even sent pleading letters to the Schools ' Chancellor 
requesting that their sons or daughters be given an individual audition because they 
missed the miginal audition date. The administration made no alterations to the audition 
protocol in response to parents' complaints. In the early 1980s, Kosakoff and the music 
faculty unified both schools ' audition requirements in anticipation of the relocation to 
Lincoln Center. 
Excess of' Teachers 
In January 1984, students and parents leamed that due to an oversight concerning 
the BOE ' s budget, the HSMA had to excess eight of its most qualified studio teachers 
9511 Louise Latty to Cheryl Spencer, 25 May 1982. Muni cipal Archi ves , M anhatta n, NY. 
'!Sl Carol Potea t was Director of the BOE"s Pupil Personnel Services. 
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because of a UFT seniority rule. Among the eight teachers were two from the music 
department. One ran the opera workshop, and the other taught the upper strings classes. 
Barbara Moore wrote to the schools chancellor, Anthony Alvarez,952 and expressed her 
concern over the excess of the two music teachers since their departure meant the end of 
those particular music programs at the school. Moore argued that since these music 
teachers were specialized in teaching strings and conducting an opera workshop, their 
positions could not be filled by a generalized music teacher. Because the HSMA offered 
specialized courses in music and mi, Moore advocated that the school should have the 
resources to hire expert teachers. 
Nonnan Gordon, parent of a HSMA student, offered his opinion on the situation 
to Alvarez. The city's specialized high schools status deemed it necessary for these 
schools to have expeti teachers teaching the students. If the HSMA lost its qualified 
teachers then moving to a new facility would be pointless because expert teachers would 
not be there to teach the students. When Linda Dentz, another parent, sent a letter to 
Alvarez, she made it clear that the HSMA had brought international acclaim to the BOE, 
"which the board should be proud of."95 3 Therefore, "this reputation cannot withstand 
constant pressures of budget cuts and lack of control over which teachers are hired and 
fired. "954 
NY. 
The HSMA ' s Parents Association (P A) also protested the injustice of having the 
952 Anthony Alvarez was Schools Chancellor having replaced Frank Macchiarola in 1983. 
'!
53 Linda Dentz to Anthony Alvarez, 24 January 1984. Municipal Archives. Manhattan. 
95 ~ Ibid. 
374 
school's most qualified teachers excessed. The president of the P A, Arun Rivingston, 955 
wrote a detailed letter to Louise Latty, head of the Office of the Superintendent of 
Manhattan, explaining that the school should not be penalized due to a BOE error. 
According to Rivingston, the problem materialized because the BOE miscalculated the 
number of prospective students for the 1983- 84 academic year due to a centralized 
admissions department glitch. If the school had been made aware of this error it could 
have amended the number of accepted students thus maintaining its budget. Rivingston, 
like Moore, reiterated to Latty that losing these qualified music teachers would result in 
closing two entire music programs, the upper strings program, and the opera workshop, 
both crucial to a school such as the HSMA. The teachers ' union seniority rule was 
perceived as particularly detrimental to a school such as the HSMA. Rivingston wanted 
the BOE to reinstate the school ' s budget. 
The BOE and the Office of the Superintendent of Manhattan were inundated with 
protest letters regarding the excessing of these teachers, especially the strings and opera 
teachers. By late January 1984, the situation had been favorably resolved. In her response 
to Rivingston a month later, Latty stated, "Your concem in wishing to salvage the 
curriculum areas headed by these teachers is shared by all of us, and 1 trust that present 
budget allocations for the Spring Tenn will ensure the retention of the teachers and their 
programs. "956 Klein retained the strings and opera teachers, who he felt were 
indispensable to the school and its speci ali zed programs. 
955 Rivings ton vvas the Parents Assoc iati on Pres ident. 
956 Loui se Latty to Arun Ri vingston, I Februa ry 1984 . Muni c ipal Archi ves , Manhattan, 
NY. 
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Commencement Exercise: June 1984 
The HSMA's 1984 commencement exercise was unique for three reasons. First, it 
was the last graduating class to graduate from the Castle on the Hill, secondly, the 
graduates and faculty sang the school song once again during the ceremony, most likely 
for posterity' s sake, and thirdly, the ceremony was now held at Avery Fisher Hall in 
Lincoln Center. LaGuardia Arts HS continues this tradition. As in past commencement 
ceremonies, the senior orchestra and chorus perfonned. (See Table 57 for repertoire 
perfonned at the 1984 commencement exercise.) 
Table 57 
Music Perfonned at the 1984 Commencement Exercises 
Composition Performing Group Conductor 
Processional : Symphony No. 5, Senior Symphony Michael Lirtzman 
4th Movement, Beethoven Orchestra 
Musical Selection: Saint 
Caecilia 's Song, John Blow Senior Choral Michael Lirtzman 
Society 
Musical Selection : Morris Dance Senior Symphony Michael Lirtzman 
(Henry VIII Dancers) , Edward Orchestra 
German 
Recessional: Symphony No. 5, Senior Symphony Michael Lirtzman 
4th Movement, Beethoven Orchestra 
Note. According to the commencement exercises program, Gennan ' s Morris Dance was 
the first piece ever played by the Music and A11 Symphonic Orchestra in 1936.957 
'~'~ Des pit e the c la im that is mad e in the commencement exerc ises program that German 's 
M orris Dunce was the first piece eve r perfo rmed by the sc hool' s senior symphonic orchestra. the 
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When school reconvened in September 1984, in the new facility at Lincoln 
Center, the administration, faculty, students, and key personnel began the next chapter of 
the school's history. The HSMA name was no longer in use, and the school was 
identified simply as the "Fiorello H. LaGuardia High School of Music and the Arts." 
Summary 
The HSMA expetienced much success and travails between 1961 and 1984. 
Wechsler became the merged schools ' first principal , but plagued with poor health he 
was forced to retire in June 1968. Richard Klein became the school ' s next ptincipal. 
Klein was instrumental in his handling of the expectations for relocation to Lincoln 
Center, quelled angry protests from parents ofboth schools, and acted as a voice of 
reason in negotiations between the BOE and the schools ' personnel. 
The 1960s was a decade oftunnoil in Ametican history, and the HSMA shared in 
that tmmoil. Students protested the Vietnam War, African-Americans and minorities 
protested for equality in the school's music and humanities curriculum as well as the 
hiring of third world teachers at the school. Community members demanded that 
neighborhood students be allowed to attend the school regardless of whether they passed 
the audition or not, and HSMA students reached out into the community establishing a 
tutorial program with a neighborhood elementary public school. 
When Richter retired in I 969, as head of the music depatiment, the BOE 
pi ece was not included in the school' s first semi-annual concert in June 1936. The claim might 
mean that thi s was the first piece that the seni or orchestra learned and performed in performance 
c la ss. 
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appointed Kosak off as acting chairperson of the instrumental music depmiment. Two 
years later in September 1971, Kosakoffbecame the next music department ' s appointed 
chairperson. DiCioccio began teaching jazz at the school in 1971. He established the 
school ' s first jazz curriculum, approved by the New York State Department of Education 
in 1974. He remained at the school until 1992. Mandel retired as head of the vocal 
depmiment in 1972, and the BOE appointed Del Valle the school's next vocal music 
chairperson. She remained in this position until her retirement in 1992. When the HSMA 
graduates graduated in June 1981, Marie LaGuardia no longer presented them with their 
diplomas, ending a tradition begun in the early 1950s. 
Due to a BOE budget oversight in January 1984, the school nearly lost eight 
qualified studio teachers, two from the music department. At the last minute, the board 
reversed its decision and reinstated the school's budget for the reminder of the academic 
year. The school ' s final graduation exercises took place in June 1984. It was the last class 
to graduate from the Castle on the Hill. 
School ofPerf'orming Arts: 1961-1982 
In September 1961 , SPA severed its affiliation with Metropolitan Vocational 
High School and became recognized as School of Perfonning Arts, A Division of the 
High School of Music and A1i. Alumni of the school were opposed to the merger for 
several reasons. Both schools ' philosophies and missions were seemingly at polar 
opposites. SPA was a vocational school while the HSMA touted academic excellence 
with the inclusion of music and art courses. Both schools had vastly different dail y 
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schedules as well. The HSMA's academic and music classes were interspersed 
throughout the day, while SPA had block scheduling in keeping with vocational training 
mandates. Gordon stated that the BOE did not carefully consider how to reconcile these 
differences. All of a sudden, "it was a vocational school as a division of an academic 
school. "958 Gerald Trevor, who taught music at SPA and transferred to the new building, 
acknowledged that Kosakoff realized his error in not having continued the block 
scheduling two to three years after relocation since the flexibility of programming music 
classes was lost. Once affiliated with an academic school , SPA also lost its vocational 
funding. 
With 600 students, SPA was a small school compared to the HSMA 's 2,500 
population. "I felt that SPA lost its identity,"959 said Paula Hinton, who graduated in 
1955. Michael Ladennan,960 student, believed that what the BOE did was substitute two 
very good schools for one very watered down program. Michael Howard, professional 
actor and drama teacher, believed the merger was wrong. "You put it all into one mish-
mosh and then the educational system puts new demands and makes it new. There was 
something wonderful about that old beat up building on West 46111 Street. "96 1 Trevor was 
cynical in his discussion of the merger. He believed that members of the BOE did not 
value arts education. Combining both school s was a money-saving ploy on the part of the 
BOE. Despite his cynicism, Trevor admitted there were benefits to the merger such as 
additional rehearsal space and a state-of-the-mi recording facility. 
958 Nicholas Gordon interview with Peri s Alban . January 30 , 2010 . Fort Lee, NJ. 
LJ)!J Paula Hinton interview with Peri s A lba n. April 3, 20 10. Freeport , NY. 
'!61J Michael Laderman interview with Peri s Alban . Ja nuary 10, 2010 . M anhattan. NY . 
% I Mi chael Howard interview w ith Peri s Alba n. Marc h 13. 20 10. Brookl y n. NY 
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Select academic teachers from SPA believed that the relocation would provide 
SPA students with additional academic electives. They soon realized that the relocation 
was detrimental to the professional training students received at SPA. Katz recollected 
that as a mathematics teacher she wanted a bigger school so that additional academic 
elective classes could be offered to students. Katz noted that the SPA ' s intimate 
atmosphere had been compromised. She shared her emotional response to the merger: 
At one point I wanted a larger school so we could offer more academics, but at 
the time people didn ' t want a larger school, they wanted the intimacy, the ease of 
a smaller school , and they were conect. It was unfortunate that there had to be a 
sacrifice. 962 
Reisch also had a poignant reaction to the relocation. He confided that initially he 
thought it a good idea until it was a fait accompli. Then, he realized his mistake. SPA 
students regarded themselves as hue artists, and wanted to be treated as such. It took 
quite a long time for that sentiment to diminish within the student body. Once the schools 
relocated SPA' s identity disappeared and it became a new entity: 
I always regretted that I thought that the merger would be a good idea. I was 
wrong, oh was 1 wrong! We should have all worked to keep these schools 
separate. It just didn ' t work ... The SPA kids came with an ideefixe ofthe school. 
They still had a sense of entitlement, the sense of exclusivity, sense of what they 
were doing was very important. They were artists. It took about a generation of 
students for that to become weakened. It did . Made me very sad because SPA 
disappeared. lt was totally absorbed. It was gone. It became a new entity. 963 
During relocation most of the SPA 's music depatiment materials. and documents were 
either discarded or miss-placed. This futiher contributed to the alumni and key 
personnel' s over-all sense of loss. Their school's history had vanished. 
%c Shirl ey Katz interview with Peri s Alban, March I 0, 2010. Manhatta n, NY . 
'Ill .' Pnul Reisc h int erv iew with Per is Alban. April 6. 2010. Manhattan. NY . 
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While the BOE was busy making anangements to relocate both schools to 
Lincoln Center, SPA students continued about their work. Occasionally, the New York 
Times published articles concerning upcoming concerts with SPA music students. One 
such example was the conce1i that began National Music Week964 on May 7, 1961. The 
concert featured six soloists, accompanied by the National Music Week Symphony 
Orchestra, conducted by Julius Grossman. The concert took place at Town Hall in 
Manhattan. Four pianists and two violinists perfonned pmiions of the standard conce1io 
repertoire of Mozart, Bach, Beethoven, Chopin, Saint-Saens, and Mendelssohn. Mozmi ' s 
Don Giovanni overture opened the program. After intennission, Al Knopf, Vice President 
of Local 802 Musicians ' Union infonned the audience that these conce1is would move to 
Lincoln Center once that venue was completed. 
Administration and Faculty 
Since the HSMA already had an appointed principal , Louis K. Wechsler, he 
became SPA's principal as well in September 1961, following the merger. Carlin, the 
SPA's former principal, did not retum after his initial year. Wechsler remained at the 
HSMA the majority of the time, visiting SPA's building only when it was necessary. He 
left the daily operations to Edward Koehler, teacher-in-charge, and the depmiment 
chairpersons. Wechsler' s pom· health prompted his retirement in 1968, and the BOE 
appointed Richard Klein as the next principal ofthe merged schools . Klein also spent the 
majority of his time at the HSMA leaving day-to-day operations of SPA to Edward 
%~ Thi s is a NAtME sponsored event that still ex ists. 
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Koehler and the school ' s department chairpersons. Koehler remained teacher-in-charge 
until 1972. Rachael D. Yocom, 965 succeeded Koehler and remained teacher-in-charge 
until 1974. Irving Orfuss followed Yocom and continued in this position until the school 
relocated to Lincoln Center in September 1984. 
Music Faculty 
The music faculty at SPA remained unchanged from its establishment in 1948 to 
its reorganization in September 1961. In 1961 , Edith Del Valle and Joan O' Brien joined 
the staff, and Arthur Aaron took a sabbatical and retumed in September 1962. (See 
Tables 58 and 59 below.) 
Table 58 
Music Faculty Members for the 1961-1962 Academic School Year 
Faculty Member 
Julius Grossman 
Edith Del Valle 
Irving Kupfer 
Irving Lash 
Harold Sachs 
Joan O' Brien 
Position Held 
Music Department Chairperson 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
96~ Prior to serving as teacher-in-charge, Yocom served as chairman of the dance 
cl epnrtment. 
Table 59 
Music Faculty for the 1962-1963 Academic School Year 
Faculty Member 
Julius Grossman 
Arthur Aaron 
Edith Del Valle 
Irving Lash 
Irving Kupfer 
Position Held 
Music Department Chairperson 
Teacher 
Teacher 
Teacher 
Teacher 
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In June 1971 , Julius Grossman retired as chairperson of the music department and 
Edith Del Valle became SPA ' s next chairperson. She remained in thi s position only a 
year because in September 1972, she moved to the HSMA and became chairperson of the 
vocal depmiment. Table 60 identifies the music faculty members for the 1971-1972 
academic year. 
Table 60 
Music Faculty for the 1971-1972 Academic School Year 
Faculty Member 
Edith Del Valle 
Henrietta Silberberg 
Jonathan Strasser 
Gerald Trevor 
Position Held 
Chairperson of the Music Department 
Teacher 
Teacher 
Teacher 
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When Del Valle left for the HSMA in September 1972, the school ' s remaining 
music faculty rotated as head of the department. This position was a year-long 
appointment, since none had an assistant principal ' s license. Trevor explained that 
rotating the chairperson's position saved the BOE on staffing and finances . In the late 
1970s Kosakoffbecame the SPA' s chairperson in addition to chairing the HSMA ' s 
instrumental music department because he possessed an administrator ' s license. 
Consequently, when both schools relocated, Kosak off remained chairperson of the 
instrumental music department while Edith Del Valle chaired the vocal depmiment. Table 
61 identifies the music faculty for the 1978-1979 academic school year. 
Table 61 
Music Faculty for 1978-1979 Academic School Year 
Faculty Member 
Gabri el Kosakoff 
Eugene Fader 
Vivien Orzach 
Jonathan Strasser 
Gerald Trevor 
Position Held 
Chairperson of the Music Depmiment 
Teacher 
Teacher 
Teacher 
Teacher 
Note. These faculty members relocated to the new school in Lincoln Center in September 
1984. 
Music Curriculum 
In the earl y 1960s the music department faculty introduced additi onal music 
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courses to the music curriculum. These were keyboard harmony, piano literature, piano 
accompaniment, group piano, and conducting. "I remember taking group piano with Del 
Valle. We 'd read symphonies by Haydn,"966 said Kirsten. Lewis on the other hand hated 
group piano, which she took with Aaron. "He threw things at us . Even though he was 
blind in one eye he had great aim."967 Noone had no recollection of having to take group 
piano classes but admitted that, "dictation was difficult for me because I didn ' t 
understai1d the bass. "968 
In June 1964, Grossman composed a paragraph that described the mission of the 
music department, and it was printed in the Class of 1964's Yearbook. Grossman stressed 
the "perfonning" aspect of the cun·iculum, which was intended to prepare students for a 
perfonning mis career if they so desired: 
The aim of our department is to provide those experiences through which each 
student may realize his potentialities as a perfonning musician. Projects, 
orchestra, band, ensemble, sight reading and individual perfonnance before his 
peers emphasize the "perfonning" art. Many of our graduates take their places in 
the profession as members of sympl~ony orchestras, dance bands, the concert 
stage, the teaching field , and other allied areas. Regardless of whether P .A. is 
tenninal education or the stepping stone to colleges and conservatories, we try to 
provide him with as complete a musical background as possible. 969 
SPA music students were required to take private music instruction outside school 
with a teacher of their choice. The majority of music students, especially pianists and 
violinists, already had private instructors prior to their ani val at the school. If for any 
reason a student could not afford a private teacher, the music faculty recommended 
961
' Shirley Kirsten phone interview with Peris Alban. February 21, 2010. 
967 Kaye Lewis interview with Peri s Alban, December 29, 2009. Hazlet , NJ . 
%x Lana Noone interview wi th Peris Alban, December 18, 2009 . Garden City, NY. 
%') .Julius Grossman, Music Department Chairperson, Yearbook, 1964. A&F Association 
Office, Manhattan, NY. 
385 
instructors that taught privately at a reduced rate or, in rare instances, for free. 
Occasionally, music faculty members recommended to a student that he or she change 
their private music teacher when yearly projects failed to show sufficient progress. 
Katz970 related how this custom affected the renowned pianist Murray Perahia97 1 in the 
early 1960s to his benefit: 
I had a student once who scored a I 00 on every test I gave. Come open school 
week, a gentleman came in who was the father of this young man, and he seemed 
distracted. So I asked, "Mr. Perahia is there something wrong?" All I can tell you 
is that your son does beautiful work. He seemed not to be listening and he seemed 
upset. I asked him again, "Can I help you in any way?" He then confessed that 
upstairs in the music department the chainnan [Grossman] had said to him, ·'Mr. 
Perahia, you have to change Munay' s teacher, because I think Munay should 
have a different teacher. " Grossman didn't want to say better because he didn't 
want to malign anyone. The father said to me, "I can't afford $30 an hour. I work 
in the garment district, and I have another son who goes to Bronx Science who 
wants to go to college. I don ' t know what to do. " So I said to him, "Mr. Perahia, if 
the music depm1ment says you have a talented son, you accept their advice, their 
insight, their evaluation, and you will find the money, and I will look forward to 
seeing you when Murray gives his debut. " Sure enough, he went on to the Mannes 
School, and a few years later at MmTay' s debut Mr. Perahia said to me, '·you 
. , 977 
were conect. · -
Kaye Lewis remembered having to change private teachers as well because her 
neighborhood trumpet teacher was a jazz musician, and in the 1960s the school 
emphasized the classical music repertoire. " I had to be more classically trained so I had a 
lot of catching up to do."973 Steve Lewis remembered Sachs informing him that he 
!J70 Shirley Katz taught math at the SPA from 1950-1984. Kell er invited her to move fro m 
the Metropolitan Vocational High School where she had been appointed previously . 
•m M Lmay Perahia graduated in 1963 . 
·n~ Shirley Katz interv iew with Peri s Alban, March 10,2010. Manhattan , NY. 
•m Kaye Lewi s intervi ew with Peri s Alban, December 29 . 2009 . Haz let. N.J. 
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needed a better clarinet teacher and that he needed a better saxophone. ''I'm glad he told 
me and that llistened."974 
Concerts 
Based on information provided by alumni and music teachers, orchestral students 
studied and perfonned works from the traditional classical Westem canon. Students 
studied original scores and not modified arrangements. Table 62 identifies the symphonic 
band ' s repertoire fi·om the concert programs that are available. The repertoire consisted 
of several compositions by contemporary American composers such as Leonard 
Bemstein, Aaron Copland, Vittmio Giannini , Elliot del Bargo, William Schuman, 
Edward MacDowell, Paul Creston, M011on Gould, John Barnes Chance, Howard Hanson, 
Nonnan Delio Joio , George Gershwin, and Vincent Persichetti . Table 63 identifies the 
symphony orchestra ' s repertoire. 
Table 62 
Symphonic Band Concert Repe1ioire 
Composer 
Leonard Bemstein 
Aaron Copland 
Camille Saint-Saens 
Edward Grieg 
Ralph Vaughan Williams 
J.S . Bach 
Composition 
Overture to Candide 
Variations on a Shaker 
Melody 
introduction and Rondo 
Capriccioso Op. 28, 
An. for two accordions 
Peer Gy nt Suite 
English Folk Song Suite 
Organ Prelude and Fugue 
arr. for 2 trumpets French horn 
Concert Year 
1973 
')7
4 Steven Lewi s interview with Peri s Alban. Dece111be r 29. 2009. Haz let. N.J . 
John Barnes 
Alexander 
Haydn Wood 
William Schuman 
Charles Gounod 
Gustav Holst 
Edward Elgar 
Vittorio Giannini 
Miklos Rozsa 
Igor Stravinsky 
Edward MacDowell 
Paul Creston 
William Walton 
Table 63 
and trombone 
Variations on a Korean 
FolkSong 
R.M.S. for Flute and 
Percussion 
Mannin Veen--A Manx 
Tone Poem 
Chester, Overturefor Band 
Petite Symphonie 
Jupiter from The Planets 
Nimrod, from Enigma 
Variations 
Symphony No. 3 
Festive Flourish 
Circus Polka 
(Composed for a young elephant) 
Sea Pieces 
Legend 
Crovvn Imperial 
(A Coronation March) 
Symphony Orchestra Concert Repertoire 
Composer 
Ludwig van Beethoven 
Georg Philippe Telemann 
Camille Saint-Saens 
Jean Sibelius 
J.S. Bach 
Gabriel Faure 
Peter Tschaikovsky 
Composition 
Egmont Overture, Op. 84 
Suite for Flute and Strings 
. . 
m a mmor 
Marceau de Concert for Hom 
and Orchestra, Op. 94 
Finlandia , Op. 26 No. 7 
Concerto in d minor 
Elegiefor Violincel/o and 
Orchestra , Op. 24 
Nutcracker Suite, Op. 71 a 
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1978 
Concert Year 
1979 
Note. Both the symphoni c band and symphony orchestra concerts highlighted talented 
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music students as demonstrated in the inclusion of various concertos. 975 
Alumni Organized Benefit Concerts 
On May 9, 1965, the school's first benefit concert took place at the 46th Street 
Theater in Manhattan. Alumni Eartha Kitt, Diana Sands, and Janet Margolin organized 
the event. The three alumni perfom1ed during a three-hour show along with other notable 
alumni, Dom deLuise, Rita Gardner, Herb Gardner, and Luba Lisa. The benefit raised 
$10,000 for the school's scholarship fund . 
SPA 's 25'" Anniversary 
On April28, 1974, alumni organized. a gala benefit to celebrate the school's 25th 
anniversary, which was held at the Royale Theatre in Manhattan. Eartha Kitt, Northem 
Calloway, and Ben Vereen perfonned alongside other star alumni 976 in skits, songs, and 
excerpts from Bemstein 's West Side Story. Current music students also performed. 977 The 
gala organizers hoped to raise considerable funds to suppm1 the school's program. 
During the early seventies the BOE only granted a yearly budget of $6,600 to the school 
for "stock supplies, musical instruments, and other capital expenditures."978 Dorothy 
075 Concert Programs courtesy of Jonathan Strasser. HSMA Class of 1963 . Music teacher 
at the HSMA 1968-1971. Strasser then transferred to the SPA and subsequent ly to LaGuardia 
Arts High School. He retired in 1997. 
076 Performers included: Pri scil la Lopez; Baayorka Lee; Melissa Manchester; Toby Saks; 
Dudley Williams; Freddie Prinze; Rita Gardner; Sanford Allen; Matthew Diamond; Brunilda 
Rui z, and Paul Sutherland. 
•m lk Hwan Bae; Sung .Ju Lee; Chong Ran Kim, and Mineko Ya .lima. 
'17 ~ Freel Ferretti , "Alumni to Hail Performing Arts School at 25 ... in the NeH York Tim es, 
April 25 . 1974. 
389 
Sumin979 stated the school could use $50,000, but that in reality only about $15,000 
would be raised at the benefit. Sumin was bitter because of how the BOE treated SPA. 
She was disappointed in the board ' s " lack ofresponsiveness,"980 to the school ' s needs. " I 
think it 's ridiculous that we have to compete on a budget line to get a piano teacher,"98 1 
which should have been included in the school's yearly budget. 
The gala benefit program included a dedication page to Keller, SPA's founding 
principal , which listed his attributes and paid him homage for envisioning a school such 
as SPA: 
Dr. Franklin J. Keller, innovator (first to use the tenn "perfonning arts·'n2 to 
encompass dance, drama, and music) , dedicated educator, courageous fighter, 
creative teacher, daring administrator, sympathetic supervisor, understanding 
friend, and beloved Principal. 983 
Richard Klein penned the developments of the school ' s joumey from 1959 to 
1974984 in the gala conce1i's program. Klein described the immanent relocation of SPA 
and the HSMA, and outlined the combined schools' mission, vision, and philosophy. The 
title "Lincoln Square High School" had since been discarded in favor of"Fiorello H. 
LaGuardia High School of Music and the Arts." Klein admitted that he found it difficult 
to steer both schools independently because it necessitated careful skill to move both 
schools in the same direction at the same time. Klein revealed that the architects who 
979 Co-chairperson of the Fund Rais ing Committee. 
<Jso Dorothy Sumin in "Alumni to Hail Perfom1ing Arts School at 25 ," in the NeH: York 
Times, April 25, 1974. 
')X I Ibid . 
'! ~ :! There is di sc repancy as to who co ined this term. Dycke believes that it was Margaret 
Lewisohn who first used this term at a meeting of the Advisory Commission in her home. Others 
credit Franklin J. Keller. 
'1 ~' .. 25 111 Anniversary Gala Program:· April 28 , 1974. Coutiesy of Richard Rubin. SPA 
C la ss of 1964. 
•J s ~ Richard Kl ei n was principal of the merged sc hool s . 
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were responsible for designing The Juilliard School were also responsible for designing 
the new school in keeping with Lincoln Center' s decor. Klein hoped that the school' s 
new location at Lincoln Center would enable students to forge a relationship with the 
center' s professional musicians while the school ' s facilities could offer students 
additional courses to study. He also emphasized that the core ofboth schools would 
remain unchanged once they relocated. At the conclusion of his greeting, Klein thanked 
the multitude of alumni , friends , parents, cun·ent students, faculty, and the Advisory 
Commission for their continued support and encouragement. He hoped to greet everyone 
at the new school in the very near future . 
The gala benefit program included a photograph ofBeluschi and Catalano ' s 
design of the new school. Construction costs were projected at roughly $32 million 
dollars, and the school was scheduled to open in the fall of 1975 . The new school is 
illustrated in Figure 15. 
Budget Crisis 
THE NEW BUILDING: "SOMETH ING OF A MIRACLE"• 
Archite ct's drawiug of the Fiore llo 1/ , /,"G"ardia High School of Mu s 1:c and 
the A rtB , Th e building will be located on the west side a{ Amsterdam Ave-
riUe, between 64th and 65th Streets, adjacent. to and pa rt of L incoln Center. 
Archi te cts are Beluschi & Catttlano. Ground-break ing ceremonies look place 
on May 2, 1973. The buildinf,, proje cted at a cost of approximately thirty· 
two mill ion cio/la;s, will house tile comb irzed High School of Mu sic & Art 
11nd llu.· School of Performing Arts, It i s hoped that the school will be ready 
for occupancy in t.he fall of 1975. 
Figure 15. 25 111 Anniversary Gala Program985 
(Courtesy Richard Rubin) 
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ln 1975, the city ofNew York suffered from one ofthe worst economic c1ises it 
had experienced since the Great Depression. Consequently, the BOE halted construction 
on all school buildings, and sanitation workers and teachers went on strike demanding 
better working conditions, higher salaries, and job security. After striking for nearly two 
weeks at the beginning of September 1975, teachers returned to work assured of smaller 
class sizes, and better job security. Unfotiunately, the loss of some free periods forced 
teachers to teach additiona l classes. 
'>X' " 25 111 A nni versa ry Ga la Progra m:· April 28, 1974. Courtesy of Ri cha rd Rubin . SPA 
C la ss o f 1964. Th ere is no informati on in the progra m as to w ho took the pi cture. 
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Budget cuts ofthe late seventies threatened to eliminate SPA 's ability to hire 
professionals to teach students in the field of music, dance, and drama. This requirement 
was of the utmost importance the school ' s founding principal, Franklin J. Keller. To the 
dismay of teachers, students, and parents, the school ' s professional training was further 
curtailed during the 1976-1977 academic school year. Orfuss 986 acknowledged that this 
was detrimental to the school since it destroyed the school ' s vocational training: 
It ' s a very serious problem. lt will destroy the special nature of the school in that 
the program it has been able to offer since its inception must be cutiailed to 
absorb the cuts ... . The same professional training that has produced myriad 
performing atiists of world renown can no longer be offered.987 
Since the school offered specialized training in music, drama, and dance, teachers 
in their area of expertise could not teach in other studios. Therefore, when school opened 
in September (1976) it was slated to lose an additional ·'25 periods of special teaching by 
licensed per diem professionals."988 By November, the BOE informed the school that 
additional faculty positions had to be tenninated as of February 1977. In response to this 
news, alumni , celebrities, and the Parents Association rallied to organize a benefit gala 
with the assistance of Leonard Bernstein and Clive Bames of the New York Times. 
Katz remembers being program chairperson during the budget ctisis of the late 
70s, which she desctibed as being "a rather odious position ."989 When the budget cuts 
came dming 1975-1976, she had to place 50 stud ents in a ~lassroom. When her tenn 
986 Teacher-in-Charge. 
987 Irving Orfuss in Loui s Calta, "Cuts Threa ten School of Performing Arts," Ne 'vt · York 
Times , July 28, 1976. 
'
188 Loui s Ca lta , ··cuts Threaten Schoo l of Performing Arts,·· Ne 11 · York Times , .Jul y 28, 
1976. 
'J S'J Shirl ey Katz int erview with Peri s Alban, March I 0. 20 I 0. Manhattan , NY. 
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expired, Klein 990 asked if she would take the position again for another six years. She 
declined. She could not in good conscience program a class with 50 students in it. 
The hiring of professional musicians, dancers, and actors as teachers versus hiring 
licensed teachers became highly controversial in the early 1980s. The BOE, with the full 
support of the UFT, argued for the te1mination of hiring professional musicians, dancers, 
and actors as teachers so that licensed, union members could be hired. 991 Colton 
explained this controversy. SPA's mission and philosophy was compromised because of 
the BOE and the UFT's unwillingness to reach an agreement with the Advisory 
Commission over the hiring of professional musicians: 
I was chair of the professional advisory commission at the time [of the impending 
merger] and I went to talk to the Chancellor to fight for the continued retention of 
professional staff, i.e. people working in the profession as opposed to people 
licensed by the State to teach these subjects under the aegis of the UFT. The 
[Advisory Commission] felt that one great thing about SPA was that once you 
were a junior and senior you had teachers who were actively working in the 
business. UFT was very, very opposed to continuing this tradition, and could not, 
would not understand that there is a huge difference between people who work in 
the profession and those who earned a teaching degree who didn ' t have 
professional careers. These teachers don ' t have the practical experience of what 
it ' s like out there in the real world. This was to the detriment of the school and its 
.c . I d d f . . 997 protesswna stan ar so trammg. -
SPA lost its battle, and only licensed teachers could be hired at the school once it 
relocated to Lincoln Center in 1984. 
'NO R· l dKI. P .. I JC 1ar em, nnc1pa . 
9
'
11 Professional musicians, dancers, and actors as teachers did not possess teaching 
licenses in their areas of specia lty as did licensed teachers. By the 1980s, New York City's BOE 
required teachers to be licensed before they could be hired by schools. This meant taking 
Methods courses at colleges or universities . Following the NCLB Act of 2001, the city" s 
Department of Education further stipulated that teachers had to be licensed in specific subj ec ts 
before they could apply for a teaching position in junior and hi gh schools. 
') 'Jc Barbara Colton interview w ith Peris Alban, December 13, 2009 . Manhat\an. NY. 
394 
Fame: The Movie 
Documenting the history of SPA would not be complete without discussing the 
1979 movie Fame made by British film director, Alan Parker. Christopher Gore of MGM 
Studios provided Parker with a rough draft of a script and Parker was immediately 
intrigued. Parker visited the school and spent time with students while he prepared the 
script. From his own volition he stated, "I spent a lot of time hanging out with the kids in 
New York; every time I went to the school , I'd come out with three more ideas! " 993 Over 
2,500 youngsters auditioned for the roles of the eight main characters including several 
students from SPA. Parker wanted as much improvisation and spontaneity as he could 
possibly muster in the film insisting that, " lfthey sing, we must hear their own voices. If 
they are musicians, they must play their own instruments. If they are dancers, they do 
their own dancing."994 The story line followed prospective students from their auditions 
to their graduations. 
The BOE did not approve the film ' s script because it contained some questionable 
scenes and objectionable language. Consequently, Parker could not use the school 
building in the film. Instead, he filmed all school scenes in an abandoned high school on 
West 59111 Street in Manhattan. Additionally, the BOE did not approve MGM filming 
while school was in session so the majority of the film was shot during the summer of 
1979. Some scenes were shot while school was in session . Trevor remembered students 
being bussed at the end of the day onto the film set to shoot their scenes. ··J don't recall if 
'!'!.' Alan Parker in Annette Insdorr s "Alan Parker: Finding · Fame· o n The Streets of N ew 
York, .. Ne11 ' York Times, May 25 , 1980. 
'm fbicl . 
395 
there was any back-lash from the BOE concerning this, but several teachers were upset 
because they didn ' t want the students involved with the film."995 
The graduation scene at the end of the film used SPA 's orchestra and thitiy-nine 
vocal students from the HSMA since SPA had no vocal department. The orchestra's 
conductor for the film was Jonathan Strasser, who taught at the SPA. Strasser explained 
that he was not given the role of music teacher in the movie because he "looked too 
996 . young," at the tune. 
Despite the film ' s success, several Emmy Awards, and a TV series that began 
airing on NBC on January 7, 1982 , many argued the film did not accurately depict the 
school. Critics noted that SPA students did not spontaneously stati dancing, singing, and 
playing instruments in the basement ' s lunch room . Trevor recalled that SPA students 
were so upset after seeing the private screening of the film that they told Parker, "Thi s is 
not how the school is,"997 and they ''dis-invited Parker from speaking at graduation . They 
1" I 1 I I . d " 998 e t t 1e sc 100 was tmsrepresente . 
While Parker's premise in making the film was to push reality to its " theatrical 
edge,"99 lJ he was inspired by what he experienced at the school during hi s initial 
observations. Bel Kaufman, renowned author, and an English teacher at SPA during the 
late 1950s and early 1960s, disagreed with Parker ' s premise and wrote a commentary on 
Fame based on her experiences as a teacher at the school. Kaufi11an argued that life and 
'
195 Gera ld Trevor interview w ith Peri s A lban, April 9 , 2010 . New Roche ll e, NY. 
'I% Jonathan Strasser interview with Peri s A lban, November 19, 2009, Manhattan, NY. 
9
'
17 Gera ld Trevor int erview with Peri s Alban, April 9, 20 10 . New Rochelle , NY. 
'l'l~ Ibid . 
''')')A lan Parker in A nnette Jnsdorf s "A lan Parke r: Finding ' Fame· on T he St reets of New 
Yo rk ... .Ni' ll ' York Tinws. May 25. 1980 . 
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fiction could not be compared, and that students ' achievements were measured by their 
daily struggles at school, entering as inexperienced freshmen and leaving four years later 
as confident professionals. Kaufman's opinion was that this false portrayal 1000 did the 
school's reputation more harm than good since it served as a model for other schools both 
in America and abroad. Kaufman was quick to acknowledge that the film conectly 
pmirayed the school's demographics, "Children from various backgrounds, economic, 
social and racial , work together in the true democracy of the arts. This is one quality 
Fame has vividly captured." 100 1 Ladennan agreed with Kaufman. In his valedictory 
speech in 1983 , he stated that the movie did not accurately describe the school. It showed 
the fun side without portraying the hours and hours of hard work students put into their 
work. 
In spite ofKaufman and Ladennan ' s criticism, other alumni attested to the 
validity of Parker' s lunch scene. Williams asked me, "Did you ever see the movie Fame? 
That ' s exactly how it was at PA! Students really danced on the tables at lunchtime." 1002 
These contradictory statements led me to conclude that students ' experiences were 
largely dependent on which decade they attended the school. There seemed to have been 
more freedom to express one's atiistic talents during certain decades some more than 
others. During the 1960s students were allowed freedom to express their artistic talents as 
touo Kaufman argued , as did others, that the film depicted a false portrayal of the school 
because it did not portray a truthful account of students ' every day experiences at the school. The 
film wa s too rosy for many who were affiliated with the school. 
11101 Bel Kaufman, "Where is the feel of books '~ The smell of chalk'~" TV Guide 
Magazine, February 26 , 1983. Given to me by the author during an interview on March 30, 2010 . 
Manhattan . NY. 
1111 1
:> Dale Williams interview with Peri s Alban, December 31, 2009 . Williams graduated 
in 1967 from the Drama Department. 
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documented in Fame. According to teachers and alumni, the school expetienced an influx 
of students wishing to audition at the school after watching the film. Some prospective 
students even traveled from out of-state in the hope of being accepted into the Fame 
school. 1003 
Parents Association 
The SPA had an active and vocal Parents Association during the school ' s last 
three years in the old building. The group fought for its own autonomy and fought to 
keep the name of their school on the graduation diplomas once they relocated to the new 
facility. The president of the Parents Association during the transitional period was 
Heskel M. Haddad, who fought not only with the BOE and City Hall , but with Richard 
Klein as well. Haddad was afraid that SPA would lose its identity once it merged with the 
HSMA, and that the HSMA would absorb SPA 's unique program. Haddad wrote 
countless letters to the BOE on behalf of the Parents Association to persuade the board to 
reverse its decision to relocate SPA. He wanted SPA to remain an independent 
perfmming arts high school. For Haddad "SPA was ajewel." 1004 
Haddad ' s valiant battle on behalf of the Parents Association did not go unnoticed . 
The BOE and Klein asked him to remain as president of the association during the 
transitional period despite the fact that his daughter graduated prior to the 1984 
101
n Readers mi ght be interested in watching Bill Moyers' documentary for a more 
realistic depiction of what life entailed at the SPA. The documentary aired on PBS in 1982. 
"Creativity Series: Young At Art: New York High School for the Perfonning Arts, .. PBS 
Documentary, 1982, New York Public Library for the Performing Arts, Lincoln Center, 
Manhattan, NY. 
1 00~ 1-Jeskel M. Haddad interv iew w ith Peris A lban . 7 October 20 I 0. Manhattan. NY. 
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relocation. Because ofhis efforts, the BOE promised to maintain the integrity of the 
school ' s program, keep the budget intact, and keep the school's name on the graduation 
diplomas once they moved. Haddad also fought to keep the Parents Association separate 
from the HSMA's Parents Association. He lost that battle on legal grounds. In March 
1981, Haddad received a correspondence from Macchiarola stating that a school building 
could only have one parents association. The BOE established this regulation in October 
1976. 
Haddad discussed with Macchiarola the possibility of remaining in the building 
on West 46th Street, but Macchiarola urged Haddad to contemplate the advantages that 
moving into a new facility could provide the students. The location in the heat1 of the 
city's perfonning arts center could not be better suited for training in the m1s, and that the 
school could provide students with additional academic course offerings. Macchiarola 
reassured Haddad that SPA would not be subsumed by the HSMA, and that the students 
would receive an even better education at Lincoln Center because of the modemized 
facility. Macchiarola ' s irony was not lost on Haddad because the reason SPA had not 
been "subsumed by Music and Art" in the past was because they were operating in two 
separate facilities guided by two very different philosophies and curriculums. 
Despite Macchiarola's best intention in assisting to put into place a smooth 
transition for both schools, Haddad and the parents association could not be placated. 
They continued sharing their concerns with the Schools Chancellor. The issue of one 
organized parents association in the new school facility continued to trouble Haddad . He 
addressed this concern with Macchiarola again in a December 4, 1981 letter. Haddad 
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viewed the organization of one parents association as evidence that SPA could lose its 
unique program once it relocated to Lincoln Center. Haddad emphasized that when the 
school was a division of Metropolitan Vocational High School , both schools had separate 
parents associations. He did not understand why that tradition could not continue. Haddad 
also informed Macchiarola that Klein supported the idea of having two separate 
associations because it could facilitate the move into the new school building. Klein was 
afraid to share his viewpoint publically. Haddad requested of Macchiarola that he issue a 
memorandum to the BOE stating that SPA should continue to maintain its own parents 
association. Haddad ' s request continued to meet with opposition from the Chancellor's 
office. 
A tum of events took place in mid-February 1982, which seemed to placate 
Haddad 's fears that the SPA 's Parents Association would be subsumed by the HSMA ' s 
association. He met with Louise Latty, Nathan Quinones, and Marjorie Lewis , and the 
concemed parties reached an equitable solution concerning the Parents Association. They 
agreed that SPA and the HSMA ' s current Parents Associations should be dissolved and 
that a new Parents Association with new by-laws should be established once the schools 
relocated to Lincoln Center. The bylaws made provisions to include two co-presidents, 
two vice-presidents, two co-treasurers, and two secretaries. The purpose of using dual 
positions was to maintain and protect the integrity of both schools' programs. Haddad 
must have met with some resistance to this agreement from HSMA parents because he 
sent a letter to Klein in June 1982 , asking for his assistance in establishing this new 
association. ln the same letter Haddad requested that the SPA's independent advisory 
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commission be allowed to continue in their capacity as school advisors. The commission 
was "essential for the perpetuation of the program of the School ofPerfonning Arts in the 
new building." 1005 Klein worked diligently to address both schools' Parents Association ' s 
concerns in order that a new association could be fom1ed at the LaGuardia High School 
of Music and the A1is. 
School ofPerforming Arts: 1982-1984 
As documented in Chapter 3, materials for SPA-as with materials for the 
HSMA- were sparse while it awaited the announcement that it could relocate to Lincoln 
Center. However, the school continued to serve as a model for out-of-state educators who 
wanted the opportunity to view the school in session, and it continued perfonning annual 
conce1is. On April 6 and 7, 1982, a delegation of rural and suburban schools 
superintendents and board members from Pennsylvania visited the school. Two concert 
programs are also available demonstrating that the school continued to perfmm 
outstanding concerts. Table 64 identifies the symphonic band's repe1ioire perfom1ed in 
1983 and 1984. 
Table 64 
Symphonic Band Concert Repertoire 
Composer 
Vittorio Giannini 
Howard Hanson 
Composition 
Dedication 01 •erture 
Symphony No. 2, Romantic 
Year 
1983 
1111 15 Heskel M. Haddad to Ri chard Klein , 29 June 1982. Muni cipal Archives , Manhattan, 
NY. 
Franz Von Suppe 
Richard Wagner 
VaclafNelhybel 
Percy Grainger 
Engelbert Humperdinck 
Mmion Gould 
Leonard Bernstein 
Nonnan Dello Joio 
George Gershwin 
Vincent Persichetti 
Vittorio Giannini 
Percy Grainger 
Elliot del Borgo 
Peter Tschaikovsky 
Audition Requirements 
2nd Movement 
Light Cavalry Overture 
Entry of'the Gods into Valhalla 
fi·om Das Rheingold 
Trittico 
Handel in the Strand 
Prayer and Dream 
Pantomime, from 
Hansel and Gretel 
Jericho, A Rhapsodyfor Band 
Overture to Candide 
Songs ofAbelard 
Highlights from 
Porgy and Bess 
Symphony.for Band 
Fantasiafor Band 
irish Tune.fi-om County 
Deny and Shepherd 's Way 
Chorale and Variant 
Overture 1812 
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1984 
In January 1983 , SPA published an audition requirements flyer for distribution to 
potential junior high school applicants. The flyer provided a brief desc1iption of each of 
the school's studio programs, how each applicant could best prepare for an audition, and 
an overview of the school's organization. The flyer highlighted that the school 
specialized in dance, drama, and music instruction, as well as providing each student with 
a complete academic program. The school graduated well:-qualified and talented miists, 
who could enter New York City's theatrical industry upon graduation if they so desired. 
Potential applicants had to be New York City residents who were in 8111 or 9111 grades who 
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demonstrated a keen interest and aptitude for the perfonning arts . Auditions took place in 
January and in September for those students who had recently moved to the city with 
their families. Junior high schools' guidance counselors submitted completed applications 
in quadruple to SPA by early December. 
Concerning the SPA' s program, potential applicants learned they could spend 
four consecutive periods daily studying academic subjects to prepare for the Regents 
exams, and spend four consecutive periods daily studying music, dance, or drama. 
Students needed 32 credits in order to graduate, 11 mandated and 5 electives in their 
academics, and an equal amount in their studio training. Successful graduates could enter 
the professional field directly upon graduation or they continued with their training at a 
post-secondary institution. 
The flyer outlined a perfonnance-based music cuniculum. Although students sang 
in theatre productions, the school did not have a vocal department, only an instrumental 
department. The school demanded much from the talented students whose academic 
abilities needed to be on par with their miistic abilities. 
The final section of the flyer provided details on how potential applicants could 
prepare for the audition. Applicants took a musical aptitude test created by the music 
department, and perfonned two selections on an orchestral instrument, piano, accordion, 
or guitar. All were required to bring scores or parts with them to the audition. In addition, 
applicants brought their own instruments with the exception of double bass players, 
pianists , double B Flat tuba players , and drummers. Percussionists brought their own 
sticks, mallets, and brushes, and provided their own amplifiers if needed. Laderman 
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distinctly remembered portions of the music aptitude test. He had to identify if a melody 
sounded the same or different when played on the piano by the auditioner. "Trevor sat at 
the piano and played something twice. I had to detennine if they were the same or 
different. Ultimately, these examples got progressively harder until he was playing a-
tonal stuff." 1 006 
During the early 1980s, Kosakoff and the music faculty unified the HSMA and 
SPA ' s audition requirements in preparation for the relocation although both schools held 
separate auditions until fall 1984. The audition process remains largely unchanged at 
LaGuardia Arts High School (2011) but with the inclusion of voice auditions since the 
HSMA had a vocal department. The auditions are held on week-ends during November 
and December. 
Relocation Announced 
Luz Muf\oz began her high school career in the old SPA building in 1982, and 
graduated from the new building at Lincoln Center in 1986. She has in her possession a 
letter that Richard Klein distributed to all SPA freshmen and sophomores in March 1983 . 
The letter confinned that the official relocation date was set for September 1984. Klein 
highly recommended that all students take their studies seriously so they could continue 
their studies in the new building. Klein also infonned students that they, more than other 
students, played an important role in the school· s development since they were relocating 
1 1111 ~> Michael Laderman int ervievv w ith Peris A lban, January 10,2010. M a nhattan. NY. 
Lad erman is a fluti st and grad uated in 1983. 
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to the new building at Lincoln Center. 1007 Klein warned students that alumni, the BOE, 
press and TV, government officials, even world leaders, would focus their attention on 
them. Therefore, each student had to give his or her best. Klein visited each classroom to 
discuss the immanent relocation. He reminded students that they were accepted to the 
school based on their demonstrated potential. Now they had to hone and develop that 
potential by continuing their studies diligently and practice their craft. At the bottom of 
the letter Munoz wrote the following inscription echoed by countless other students and 
alumni , "I don ' t want to move! I love/ hate old school! " 1008 Munoz loved the intimacy of 
the old school but hated the building because of its decrepitude. 
Summarv 
Effective September 1, 1961 , SPA severed ties with Metropolitan Vocational 
High School, and became a division of the HSMA. With the merger in place, SPA had a 
new principal, Louis Wechsler. Wechsler remained at the HSMA the majority of his time 
leaving day-to-day operations of SPA to Edward Koehler, teacher-in-charge, and the 
department heads . The two schools anticipated relocating to Lincoln Center by 1968. In 
September 1968, SPA received a new principal , Richard Klein, who also remained at the 
HSMA the majority ofhis time. 
The faculty of the music depmiment remained unchanged from the establishment 
of the school in 1948 through to the early 1960s. Julius Grossman retired in 1971 , and 
tuo 7 Richard Klein letter to SPA students, March 1983. Courtesy ofLuz Muii.oz. 
11111
s Luz Munoz, on bottom of Richard Kl ein letter to SPA students, March 1983. 
Courtesy of Luz Mui'loz . 
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Edith Del Valle became the school's next chairperson. She remained in this position for a 
year after which she transferred to the HSMA to chair the vocal department. 
Consequently, each member of the faculty became an acting chairperson for one year 
since none possessed an administrator ' s license. In the late 1970s, Kosakoffbecame the 
SPA's permanent music chairperson. The music curriculum remained unchanged until 
the early 1960s, when music faculty introduced keyboard hannony, piano literature, 
piano accompaniment, group piano, and conducting to the established 1948 curriculum. 
Alumni organized several gala perf01mances including the school ' s 25 111 
anniversary celebration in April1974. The gala program included a photograph of the 
anticipated new school building designed by the architects Belluschi and Catalano. When 
New York City nearly declared bankruptcy in the early 1970s, the BOE halted 
construction on all its school projects. Additionally, SPA curtailed hiring professional 
teachers due to budgetary constraints, which hampered the school ' s vocational training. 
In 1979, the school became the focus of Alan Parker's movie Fame. While the 
movie depicted the school as Parker experienced it when he visited prior to filming, many 
faculty, students, and alumni disagreed with his portrayal of the school. The school 
expe1ienced an influx of hopeful students wishing to audition at the Fame school after the 
movie opened in theaters across the country. 
Information pertaining to the school is sparse between 1 982 and 1984, but the 
school published a detailed flyer to be distributed to potential applicants in January 1983 . 
The flyer provided applicants with infonnation conceming the school's curriculum and 
m\ss\on , graduation requirements, and how to prepare for the audition. 
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In March 1983, current SPA students received a letter from Richard Klein, 
principal, outlining the immanent relocation to Lincoln Center in September 1984. He 
counseled students to study diligently, since they were on the cusp of making history by 
finally relocating to the new facility. 
CHALLENGES TO MERGING THE INDEPENDENT SCHOOLS 
Prior to the schools ' relocation to Lincoln Center in September 1984, the BOE, 
school administration, faculty, students, and key personnel faced several challenges. The 
years between 1961 and 1984 proved to be difficult years for the BOE as it navigated the 
challenges of relocating both schools. The BOE originally anticipated the completion of a 
new perfonning arts facility for the merged school in Lincoln Square by 1968, which the 
board identified as the "Lincoln Square High School" for construction purposes. 
Construction complications hindered the school's progress. New York City ' s fiscal crises 
of the mid-1960s and again in the mid-1970s nearly tenninated the BOE ' s hope of 
relocating the schools, as did corruption within various city agencies. Arguments 
conceming an appropriate title for the merged school surfaced in 1962 as well. School 
personnel were faced with the challenge of unifying both schools ' philosophies and 
missions, and unifying both schools' music curriculum and audition requirements . 
Additionally, alumni and parents ofboth independent schools continued protesting the 
merger to the end although a unified Alumni and Parents Associations were established 
in the early 1980s. 
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Students from both schools were skeptical about the merger. "I didn ' t necessarily 
like the merger because 1 didn ' t want to give up the academics. Academics were 
important," 1009 said Susan Feiner. This statement implied that the HSMA's stringent 
academic standards needed to be modified to accommodate the SPA's vocational based 
training. Seth Gordon believed the BOE ruined SPA, because it was "a takeover and not a 
merger," 1010 due to the HSMA ' s size. SPA ' s alumni and faculty believed the relocation 
signified the end of an era for them and the school they had grown to love. Students and 
faculty of the HSMA felt the same angst. The BOE's anticipated 1968 relocation never 
materialized and there were alumni from the HSMA who felt cheated at not being 
allowed to enjoy the promised modern facility at the new Lincoln Square location. Eric 
Riback was very upset he couldn't attend to enjoy the new facility, and Justin MeN eill 
acknowledged, "I would have loved to have gone to the new school [building]." 10 11 
When the schools finally relocated in September 1984, only BOE personnel 
celebrated. The board finally had a prestigious perfom1ing a1is high school facility in 
Lincoln Center, affording its students with opportunities to forge relationships with The 
Juilliard School , the New York Philham1onic Orchestra, the Metropolitan Opera House, 
and the Lincoln Center Library for the Perfonning A1is. Operating one performing mis 
facility instead of two independent ones was a budgetary coup d'etat for the BOE and 
New York City. Students and faculty members ofboth schools moumed the closing of 
their particular school and wondered if the relocation could be successful. Stewart Rose 
1110
'
1 Susan Feiner interview with Peri s Alban, February 17, 2010. Manhattan, NY. 
'
111 111 Seth Gordon. phone interview with Peri s Alban, February 15 . 2010. 
1
'
111 
.Ju stin McNeill phone intervi ew vvith Peri s Alban . .Jul y 31 . 2010. 
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shared his insight regarding the school ' s current status, ' 'I'm not sure about the merger. 
I'm worried the program is not as focused as it was at the HSMA. SPA was more about 
becoming soloists and stars; the HSMA was more egalitarian. I think the school is one 
big fusion now with no real identity." 101 2 
Naming the Merged School 
When the BOE issued a news release in February 1961, announcing its intention 
to merge and relocate the HSMA and SPA to Lincoln Square, thereby establishing one 
perfom1ing arts high school, the board identified the school as the "Lincoln Square High 
School" for construction purposes. The board retained this title from its initial plan to 
merge SPA with the High School of Commerce, which occupied land in the vicinity of 
Lincoln Square at West 65th Street between Broadway and Amsterdam Avenue. The BOE 
reasoned that the title, Lincoln Square High School, was appropriate for the perfonning 
arts high school , since its location was near the Lincoln Square Project, which included 
the Metropolitan Opera House, The Juilliard School of Music, and eventually the New 
Y ark Philhannonic Orchestra. 
In June 1962, Manis Iushewitz, a board member, proposed to the BOE that it 
rename the performing arts high school once it opened in Lincoln Center. Iushewitz 
wanted the school ''designated as the Fiorello LaGuardia High School," 10 13 to honor the 
fanner mayor and HSMA founder. The board concurred with Iushewitz ' s 
Hl lc Steward Rose interview with Peri s Alban, August 24, 2010. Manhattan, NY. 
111 1
·
1 Anna M. Rosenberg, M ember of the BOE to Newbold Monis, Commi ss ioner 
Department of Parks, 22 June, 1962. Muni cipal Archi ves, NY. 
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recommendation and "agreed that the proposal would be given formal approval at the 
time [the] school was ready for actual construction." 1014 Although the board agreed to 
change the name in 1962, it was two years later when they announced their intentions to 
assign a new title to the Lincoln Square High School. Changing the name wasn ' t as 
simple as announcing the decision to do so in fall 1964. A battle line was drawn between 
those supp01iers who wanted to retain LaGuardia ' s name on the school and those 
supporters who prefened a performing arts based title in conjunction with its location. 
Organizations that supported a school that included LaGuardia ' s name included Citizens 
Union, the LaGuardia Memorial Association, Liberal Patiy ofNew York State, The 
Grand Council of Columbia, Associations of Municipal State and Federal Employees in 
Civil Service, Inc., United-Italian American Labor Council , Inc. , City Employees Union 
Local 237, the New York Herald Tribune, and Jl Progresso (an Italian-American 
newspaper) . Their motives were primarily to honor Fiorello H. LaGuardia and his 
founding of the HSMA. 
At the crux of the debate in choosing a suitable title for the school were both 
independent schools ' concems that changing the school title would result in each school 
losing their individual identities. lushewitz's proposal angered SPA personnel since their 
school had no direct relationship with Mayor LaGuardia. Several city organizations, 
former colleagues and friends of LaGuardia, who remembered the mayor establishing the 
HSMA in 1936, disputed the Lincoln Square High School designation because it did not 
1 01 ~ Anna M. Rosenberg, Member of the BOE to Newbold Morris, Commiss ioner 
Depa11ment of Parks, 22 June, 1962. Municipal Archi ves, NY. 
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include LaGuardia' s name in the title. On October 201h, 1964, the Perfonning Arts 
Commission of the Advisory Board recommended to the BOE that it amend the title of 
the perfonning arts high school to the "Lincoln Center High School of the Arts. " 
Unfortunately, the BOE never discussed this option when board members voted on a 
school title in December 1964. 
Iushewitz was shocked to receive a memorandum from Rose Shapiro, a fellow 
board member, on October 281h, 1964, stating the board ' s intention of voting on a title 
for the new perfonning arts high school during its November meeting. Iushewitz believed 
it a foregone conclusion that the board would utilize LaGuardia ' s name when they agreed 
to it in June 1962, but Iushewitz ' s proposed title had not received fonnal approval at that 
time. Fmihennore, Shapiro stated that key personnel from the HSMA, including 
Steigman, its retired principal, now prefened the title submitted to the BOE by the 
perfonning mis commission, "The Lincoln Center High School of the Atis. " To appease 
Iushewitz, Shapiro infonned him that LaGuardia's name might be appropriated to another 
school that had no affiliation with the fonner mayor. 
Charles Belous, a fonner colleague of LaGuardia, opposed naming the school , 
"The Lincoln Center High School of Arts," since LaGuardia was a staunch supporter of 
the arts in New York City. It was only fitting that the BOE honor the mayor by naming 
the new perfom1ing arts high school after him. Milton M. Bergerman 10 15 also protested 
the new title. In a letter to Donovan, 10 16 he argued that the school"s proximity to Lincoln 
Center should have no bearing on naming it. Bergerman futiher capitulated that since 
1111' Cl . f 1 c· . u . 
· Bergerman w as 1a1rman o t 1e Itt zen s 111 0 11 . 
I ll 16 s . d f s I I upennten ent o c 100 s . 
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LaGuardia was responsible for founding the HSMA in 1936, his name should appear in 
the title. The LaGuardia Memorial Association published similar support in its December 
1964 newsletter. Marshaii 10 17 wrote an impassioned letter to the BOE detailing the 
circumstances which led to establishing the HSMA and noted that among LaGuardia ' s 
mayoral accomplishments, LaGuardia was most proud of the high school. 
Marshall argued, as had others, the school bore no ties with the developing Lincoln 
Center for the Perfom1ing Arts. Fmihermore, The Juilliard School of Music intended on 
keeping its original title once it relocated to Lincoln Center. Therefore, the new school 
need not be narried after its location. The school needed no further advetiising from the 
perfonning arts center. The school ·should succeed on its own merit, and not on the merit 
of Lincoln Center. 
The United-Italian American Labor Council , Inc ., and the Grand Council of 
Columbia Associates of Municipal State and Federal Employees in Civil Service, Inc. , 
wrote letters to the BOE citing LaGuardia ' s involvement in establishing the HSMA. They 
recalled his dedication to both the students and faculty. Both organizations argued that 
naming the school after LaGuardia was a fitting tribute. 
The Italian-American newspaper, II Progresso , summarized the above arguments 
in a published editorial on December 13 , 1964. The editor questioned New Yorkers ' 
protests in naming the new school after the mayor, and urged the BOE to cast its vote in 
favor of the proposed title, ··LaGuardia High School of the Arts,' ' since the school was 
111 17 James Marshall se rved as Vice-Pres ident of the BO E in 1936, as President fro m 
1938-194 2. <1 nd remained <1 board me mbe r until 1952 . 
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LaGuardia's "pet." 1018 The New York Herald Tribune reiterated the message, "We urge 
the Board of Education to pursue its original intention" 1019 and name the school after 
LaGuardia. 
SPA supporters stood on the opposing side of the argument for naming the school 
after Mayor LaGuardia. Cullman 1020 wrote a letter to Donovan in early November (1964) 
urging him to delay the November 18th vote so that additional discussions could ensue 
between the BOE and the Advisory Commission. Cullman argued that no colleges or 
universities would recognize the merged school's anticipated new name hence, students 
from SPA could be at a disadvantage when applying to colleges. Fmihennore, Cullman 
stated emphatically, "For two years we have carefully prepared for what we believed 
would be its new title, The Lincoln Center School of the Atis. 102 1 It was not perfect but it 
was an agreeable cmnpromise." 1022 The BOE postponed its November 18th vote, to which 
Cullman sent Donovan an appreciative letter. She concluded her letter with a 
recommendation to Donovan that the school be titled, "The Fiorello H. LaGuardia High 
School of Music, Ati, and The Performing Arts." Donovan ' s reply infonned Cullman that 
1018 Editorial, II Progresso, December 13, 1964. Municipal Library, Manhattan, NY. 
10 19 
' 'LaGuardia is the Right Name," New York Herald Tribun e, December 14, 1964. 
Municipal Library, Manhattan, NY. 
lOco Marguerite Cullman succeeded Margaret Lewisohn as Advisory Commission 
Chairperson in 1954, following Lewisohn ' s untimely death. 
111
c 
1 The Performing Arts Commission of the Advisory Board selected this title sometime 
in 1962. However, there is no record of the BOE formally discussing the title until October 1964, 
when the AB submitted their recommendation to the BOE. The AB likely submitted their 
recommendation to counter offer the recommendation to utilize LaGuardia 's name in the school 
title. 
111
"c Marguerite Cullman to James Donovan, November 3, 1964. Municipal Archives, 
M<mhattan , NY. 
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he had forwarded her recommendation to the board and he reminded her that ultimately 
each individual board member would be casting their vote as they saw fit. 
Betty Hawley Donnelly, 1023 in a letter to Shapiro, also supported the SPA 's 
viewpoint, and protested the inclusion of LaGuardia's name on the school. Donnelly 
requested that the BOE postpone its December 22 11d vote so that the "Perf01ming Arts 
Commission and the Advisory Board be given an opp01iunity to discuss this matter with 
the BOE." 
Shapiro 1024 invited all protestors to attend the December 22nd 1964 meeting 1025 to 
voice their opinions regarding a suitable title for the new school prior to the BOE vote . 
Specifically, she invited Cullman and Donnelly after they wrote her letters of opposition. 
Despite emphatic opposition from SPA representatives, BOE members voted to accept 
the title, "Fiorello H. LaGuardia High School of Music and the A tis" at the conclusion of 
their December 22nd meeting. The minutes suggest that the board neglected to discuss the 
Advisory Board's recommendation to title the merged school "Lincoln Center School of 
the Arts," at that meeting. The minutes of the board reflected that the new school 
construction would only accommodate the High School of Music and Ati, originally 
organized by LaGuardia, and that it would be located on West 65th Street and Amsterdam 
Avenue in Manhattan. Minutes did not make mention of SPA as pmi ofthe new school. 
102
.1 Donnelly was Secretary of the Advisory Board for Vocational and Extension 
Education which oversaw the SPA. 
111
::-1 Rose Shapiro, Member of the Board of Education. 
11115 The original date ofthe BOE vote had been December 16111 , 1964. The delay likely 
provided board members additional time to informally discuss this matter before they voted . 
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In January 1965 Shapiro announced the BOE 's decision in letters to all 
community groups who supported the board in naming the school after the mayor. Her 
letter stated, "Please advise your Council that the Board took final action at its public 
meeting and the school will be named the "Fiorello H. LaGuardia High School of Music 
and The Arts. " 1026 
This "final action," was not final. The BOE amended the school title again in 
January 1969, since relocation to Lincoln Center didn't materialize in September 1968. 
Because the schools remained geographically separated, each school had its own 
designation. The board designated that the HSMA be recognized as, '·High School of 
Music and Ali, Division of the Fiorello H. LaGuardia High School of Music and the 
Arts," and that the SPA be recognized as, "School ofPerfom1ing A1is, Division of the 
Fiorello H. LaGuardia High School of Music and the A1is." The board further stipulated 
utilization of the merged school ' s official title, ·'Fiorello H. LaGuardia Hi gh School of 
Music and the A1is," after the schools relocated to Lincoln Center. 
To officially recognize the amended school title, "Fiorello H. LaGuardi a High 
School of Music and the Arts," HSMA personnel hosted a Proclamation Ceremony on 
Friday, October 17, 1969, at 1:30 p . m. Several dignitaries attended the ceremony. l(l27 
Joseph A. Monsenat, President of the BOE, presented the proclamation of the name 
change to school officials. The HSMA's senior wind ensemble performed Mennin ' s 
1026 Rose Shapiro to various NYC committees, January 14, 1965 . Munic ipa l Archi ves, 
Manhattan , NY. 
11127 Eugene R. Canudo, President of the LaGuardi a Memorial Associati on, Ste igman, 
retired principal of the HSMA, and Percy Sutton, Manhattan Borough Pres ident addressed the 
audience. M arie LaGuardia was presented with a giti by Austin Tobin . Pres iclenl o r the NY Port 
Authority, and .J ohn V. Lindsay gave a speech. 
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Canzona, directed by Kosakoff, 1028 and a violin, cello and piano hio from SPA performed 
Beethoven's Trio #3 inc minor, op.l, Finale, directed by Grossman. 1029 The ceremony 
concluded with a perfonnance by the senior wind ensemble and senior choral ensemble 
of Lockwood 's The Closing Doxology (Psalm 150), directed by Mandel. Printed on the 
ceremony's program cover was the inscription, "High School of Music and Ati, Division 
of the Fiorello H. LaGuardia High School of Music and the Arts," 1030 most likely 
because the Proclamation Ceremony took place at the HSMA's auditorium. 
Glinsky remembered this ceremony being the official beginning of the organization 
recognized as the LaGuardia High School of Music and the Atis. Glinsky and his 
classmates were very excited because they believed the relocation was finally imminent. 
Years later, he discovered by talking with other alumni that they too were informed of the 
impending relocation to the new building. Shotily thereafter the move to Lincoln Center 
became quite a joke. Another fifteen years elapsed before the HSMA and SPA relocated 
to Lincoln Center. 
Administration and Music Faculty 
Another challenge for the merged school was operating with one principal who 
oversaw both schools' music faculty. At the time, both HSMA and SPA had their own 
music depatiment chairpersons. During the 1960s and early pmi of the 1970s, HSMA and 
SPA had three music chairpersons between them . Julius Grossman was at SPA, while 
1 02 ~ Gabriel Kosakoff was the HSMA ·s acting mus ic chairman at the time. 
11129 Julius Grossman was the SPA ·s mu sic chairperson. 
111 111 Proc lamati on Ceremony at the HSM A, October 17. 1969. Courtesy of Albert Glinsky. 
HSMA, Class of 1970. 
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Alexander Richter and Sybil Mandel chaired the instrumental music and vocal 
department respectively at the HSMA. Therefore, music department personnel began 
discussing the subject of seniority in conjunction with who would chair the music 
department at the new facility. 
When Richter retired from the HSMA in June 1969, Kosakoffbecame acting 
chairperson of the instrumental music depmiment until his full appointment in 1971. 
Mandel continued as the HSMA's vocal depmiment chairperson until her retirement in 
June 1972. When Grossman retired from the SPA in June 1971 , Del Valle succeeded him 
as music chairperson but remained in that position for only one year. Before Mandel 
retired, she and Kosakoff visited with Del Valle at SPA to offer her the position of vocal 
depatiment chairperson at the HSMA. Del Valle was hesitant to accept at first , but she 
was persuaded, and subsequently she moved uptown in September 1972. 
When Del Valle left SPA for the HSMA, the remaining music teachers rotated as 
acting chairpersons since none possessed an administrator' s license. If a situation arose 
they contacted Kosakoff at the HSMA. By the late 1970s, the school ' s administration 
decided that Kosakoff should have two offices, one at HSMA, and the other at SPA to 
oversee both music departments 103 1 and prepare music students and faculty with the 
transition from two independent music depmiments into one. Kosakofftaught two theory 
cl asses at SPA, and often rehearsed SPA 's orchestra and band. Not all SPA alumni 
appreciated Kosakoff coming to their school during this transitional period. They felt as if 
he was slowly eroding their music depariment and aligning it with that of the HSMA's. ln 
111
.
11 Gabrie l Kosakoff believed thi s went into effect in 1979 , although he admitted that he 
co uld be mi staken about the year. 
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Kosakoffs absence from the HSMA, DiCioccio, jazz teacher, supervised the 
instrumental music department. By the time the schools finally relocated to Lincoln 
Center in 1984, the question of seniority was mute because there were only two licensed 
chairpersons. Kosakoff chaired the instrumental music department, and Del Valle chaired 
the vocal music department. 
Merger of the Two Nfusic Departments 
In the early 1980s when relocation preparations were finally moving forward, 
Kosakoffbegan discussing with both schools ' music faculty how best to reconcile the 
music programs. Kosakoff acknowledged that combining the music cuniculum was not 
difficult, but the audition process had to be modified since both schools had separate 
music audition requirements. Kosakoffbelieved it behooved the departments to unify 
their requirements prior to relocation. SPA's audition required sight-reading as pmi of the 
screening process, and Kosakoff detennined that the HSMA should include the same in 
their auditions. Although this met with some opposition from HSMA music faculty, they 
did eventually accept sight-reading as part of the audition. Prospective students continued 
auditioning for both schools if they chose until the relocation was complete. 
SPA never had provisions for jazz instruction in their music curriculum. 
Therefore, DiCioccio, the HSMA 's jazz instructor, established an after-school jazz 
program at SPA for interested students. Students visited each other's schools to perfonn 
at assemblies and special events because there were no evening jazz perfonnances prior 
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to relocation. When both schools relocated in 1984, jazz courses were incorporated into 
the music curriculum. 
Both schools had strong string ensembles and excellent teachers. Paula 
Washington taught at the HSMA, and Gerald Trevor taught at SPA. Under Kosakoffs 
direction, the string ensembles began perfonning identical repertoire. When the schools 
held joint assemblies that included string ensemble perfonnances, Washington guest-
conducted at SPA, and Trevor guest-conducted at the HSMA. This paved the way for 
teachers and students to become familiar with each other. 
The parents of music students at SPA demanded from the administration that 
there be two senior orchestras once the schools relocated. They wanted to keep the two 
schools ' orchestras separate. It was the parents' viewpoint that students ' pcrfonnance 
level at SPA was of a higher caliber than that of the HSMA students. The separate 
orchestras would, in their way of thinking, demonstrate this . Kosakoff saw no reason to 
honor this request. Additionally, he only had enough string players to fonn one solid 
orchestra. He then doubled the woodwind and brass players, ensuring that conductors 
rotated each player giving them an opportunity to be principals of their respective 
sections. Kosakoff also rotated the music faculty giving everyone an oppotiunity to 
conduct the senior orchestra. 
Since its establishment in 1948, SPA held juries at the school year· s conclusion. 
HSMA students were unfamiliar with this process. Therefore, when the schools relocated 
to Lincoln Center, juries were suspended for a few years giving the music faculty time to 
detennine how best to reinitiate them. Some music faculty critici zed the juri es because 
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they were deemed an inappropriate method of evaluation since select students who could 
afford private lessons or attended pre-college programs at The Juilliard School, the 
Manhattan School of Music, and the Mannes School had an unfair advantage over those 
students who could not afford such lessons. The BOE also stipulated that the merged 
school could not mandate students to take private music lessons, which had been the 
custom at SPA. Eventually, the merged school reinstated juries but only for juniors and 
semors. 
The most difficult hurdles for the merged music department to address were those 
pertaining to homework and block scheduling. Kosakoff remembered when Steigman 
was principal of the HSMA that he had a rule which stipulated that instructors give 
students homework assignments in three out of the four daily academic classes to allow 
them time to practice. Therefore, each academic teacher had a specific day in which they 
could not assign homework. Kosakoff also recalled that the HSMA 's music department 
motto was, "Practice first then do your homework because if you want to play like an 
angel you must practice like the devil! " 1032 The result of the homework hurdle at the new 
school was that students chose which homework assignments to complete and which to 
ignore. Academic teachers assigned homework on a nightly basis. 
As for block scheduling, SPA music students relinquished their schedule once 
they relocated to the new building to accommodate academic electives and Advanced 
Placement courses. Ce1iain music ensemble classes remained as double periods such as 
orchestra and band classes. Other ensemble classes, theory classes, sight-singing, and 
l iP .:> G<lbriel Kos<l koffto Peris A lb<ln. 17 .l <lnuary 20 II. M<lnh<lttan, NY. 
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history classes became single period classes interspersed throughout the student ' s day. 
The merged schools ' schedule was reminiscent of the HSMA 's schedule. 
As chairperson of the vocal depmiment, Del Valle submitted a "Priorities and 
Suggestions Report," to Klein in February 1977, which outlined her vision for the vocal 
department once they relocated into the new facility. Her report was premature, but Klein 
filed it until it was needed. Finally, in October 1983, Klein requested that she review her 
1977 report so that the vocal cuniculum could be revised for the September 1984 
relocation . Del Valle outlined an enriched program, but Klein informed her that these 
programs would be dependent on the school ' s budget and on the availability of music 
faculty members. Logistical considerations needed attention, specifically the size of the 
largest choral room in the new building. Klein suggested to Del Valle that since the room 
could only accommodate 90 students at one time, it might be necessary or advisable to 
schedule two chorus classes that could learn identical repetioire. 
Del Valle suggested the creation of a conceti choir at the new facility, where the 
"best vocalists in the department, regardless of their grade," 1033 could audition to be a part 
of the ensemble. Vocalists could also be invited to sing with the choir based on teacher 
recommendation. When vocal students were accepted to the HSMA, pmi of their required 
curriculum was participation in a vocal music class led by either Ext or Del Valle. Klein 
suggested to Del Valle that in lieu of these vocal music classes the depmiment should 
··program vocal students for individual coaching with outside professionals." l(134 Klein 
hoped to foster a relationship between the Metropolitan Opera and the New York City 
111
·
1
·' Richard Klein to Edith Del Valle, 28 October 1983 . Courtesy of Stephanie Del Valle. 
ttl.'~ I bid. 
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Opera Houses both located at Lincoln Center. Unfortunately, this hoped for relationship 
never materialized until years later. 
Klein considered gospel music to be sacred music, and in anticipation of the 
relocation, Klein tried to steer the choir from perfonning solely religious repertoire. He 
discussed "the nature of the Gospel Chorus concert program," 1035 with Del Valle. Klein 
was concerned about the gospel choir' s sacred emphasis so he requested that Del Valle 
temper her repertoire selection to be more inclusive of other religions. Klein also 
requested that the choir' s advisor take more of an active role in selecting music, which 
had been student selected. The gospel choir had a long-standing tradition of being student 
lead, and continues to be so as of2011. The implication of Klein ' s request was the 
teacher should choose more appropriate repe11oire. " If the teacher takes a greater hand in 
selecting the program in addition to the usual concem of musicality, I know we can avoid 
fu h d o , 1 o 0 , 1036 Tl 0 full 0 1 d rt er 1scuss1on on t 11s 1ssue. 11s request was never y Imp emente , and the 
gospel choir continues to sing sacred repertoire to a sold-out house every season. 
Both independent schools taught the same core classes: music theory, music 
history, sight-singing, ensemble playing, orchestra, and band. Therefore, no significant 
changes had to be implemented to the core music cuniculum but faculty members did re-
evaluate the music electives. Kosakoffbelieved that all-in-all, the transition to the new 
facility went smoothly because of the music curriculum 's unifmmity prior to relocation. 
What did prove challenging was fusing both schools' philosophies and missions . SPA 
11115 Richard Klein to Edith Del Valle, 28 October 1983 . Courtesy of Stephanie Del Valle. 
1111 6 Ibid . 
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had always been a performance-based music curriculum while the HSMA ' s had 
emphasized an academic curriculum with instruction in music and art. 
Construction 
The expansion of The Juilliard School of Music at Lincoln Center complicated the 
construction of the new perfonning arts high school in early 1963. The Lincoln Center 
Committee for The Juilliard School, aiming for completion by July 1, 1962, decided to 
expand its facility "for functional and architectural reasons." 103 7 The Juilliard expansion 
slated for 155 West 65th Street, between Broadway and Amsterdam A venue, was the 
designated plot for the BOE's new perfonning arts high school. The High School of 
Commerce still occupied the plot, and the BOE hoped to relocate that hi gh school to 
West 86th Street in Manhattan as part of a new West Side High School. 
The Juilliard School of Music developers tentatively prepared plans that included 
shared auditoriums by both the conservatory and the merged perfonning arts high school. 
This necessitated having both institutions in close proximity on West 65th Street. 
However, as both institutions began "consider[ing] its needs it became clear that there 
was not enough room for both along 65th Street. The struggle for space made it difficult 
to proceed with building plans." 1038 A dispute ensued between the BOE and The Juilliard 
1017 William Schuman to Milton M a ll en, Ho us ing and Redevelopment Board , May 15, 
1963. Municipa l Archives, Manhattan, NY. 
1 0 ·'~ Ross Pam1enter, '·Lincoln Square Expans ion Adds Schoo l and !-l ous ing."· Ne 11 York 
Times, May 27. 1963. 
423 
School of Music via the Lincoln Center Corporation that represented The Juilliard School 
for the parcel ofland on West 65th Street, 1039 which was owned by the city. 
The city's Housing and Redevelopment Board recommended an alternate plot of 
land to the BOE in May 1963, on condition the Lincoln Center Corporation "pay to the 
city whichever [was] greater--the cost of the site of the High School of Commerce or the 
site of the new high school." 1040 This recommended site for the merged performing mis 
school was located at West 64th and 65th Streets between Amsterdam and West End 
Avenues, on the eastern end of the block. Julliard ' s president, William Schuman, 1041 
infmmed Moll en, Chainnan of Housing and Redevelopment, the Lincoln Center Board of 
Directors would discuss this recommendation. Therefore, Mollen recommended the West 
64th street site to the Superintendent of Schools for his approval at the June 1963 board 
meeting. In that meeting, members agreed that the BOE should deed the High School of 
Commerce site to the Lincoln Center Board in exchange for their purchase of the 
alternate site at West 64th and 65 1h Streets for the performing arts high school. 
The Superintendent of Schools ' recommendation was placed on the BOE's July 
meeting for final approval, but for unknown reasons the motion was laid over. A month 
1039 In addition to the construction site limitations the Parents Association of the High 
School of Commerce wanted reassurance fl·om the BO E that they would not be forced to vacate 
their building prior to the completion of the West Side High School. Furthem1ore, the Parents 
Association discovered that 
" the land on which the school [stood was) currently up for sale.·· Natalie Binet, Chairman to Max 
Rubin , President , January 4, 1963. Municipal Archives, Manhattan, NY. 
1114u Ross Parmenter, .. Lincoln Square Expansion Adds School and Housing,'' Not· York 
Times, May 27 , 1963. 
1 11~ 1 William Schuman was Pres ident of the Lincoln Center Board of Directors as well as 
Pres ident of The Juilliarcl School of Music. 
424 
later, 1042 the BOE voted unanimously to accept the Superintendent of Schools ' 
recommendation. The merged HSMA and SPA was to have a brand new facility built at 
West 641h and 651h Streets in close proximity to The Juilliard School of Music. By 
November 1963, the Iligh School Division of the BOE completed a program of 
requirements for the new school building in anticipation for a September 1968 opening. 
More than a year passed before the BOE approved 1043 hiring the architectural finn 
Belluschi, Catalano and Westerman to prepare blueprints for the construction of Phase A 
of the new school. The architect ' s initial fee for blueprints preparation was $65,000. The 
finn also "expressed its willingness to enter into a future Phase B agreement [with the 
BOE] for preparation of final plans and specifications for an added fee to be detennined 
at a later date." 1044 As preparations continued to progress on the new school , the BOE 
listed the perfonning arts high school as pmi of its 1966-1967 School Building 
Construction Projects in September 1965. The Fiorello H. LaGuardia High School of 
Music and the A1is was slated for construction on West 64th and 65th Streets and 
Amsterdam Avenue at an estimated cost of 9.4 million dollars . 
1n late 1966, the BOE suspended preparations for the school ' s construction due to 
New York City' s fiscal crises. The New York Times revealed, ''Plans to build a school 
have been under consideration for several years. But obstacles have arisen repeatedly, 
11142 The meeting took place on August 21 '\ 1963. 
104
' Auuu st 1965. 
11144 M i~ut es of the Superintendent of School s, August 4. 1965. Muni cipal Archi ves 
Librnry. M<mhattnn. NY . 
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and the board has postponed action." 1045 Construction costs and fees prohibited the BOE 
from securing the title for the land for the projected perfonning arts school. 1046 Then, in 
late December 1966, John Lindsa/ 047 announced the Federal Government's intention of 
providing New York City with 6.9 million dollars to assist the BOE with the construction 
of the new school. "I am delighted that the Federal Government has once again moved to 
assist New York City in our development program in Manhattan' s West Side. The 
Lincoln Center renewal area symbolizes the renaissance of our city." 1048 Pending final 
approval from the Board of Estimate concerning the allocation of the government's 
money, construction could proceed ''within 18 months to two years." 1049 The revised date 
for opening the merged performing arts school was 1970. By mid-1969, the BOE 
possessed the completed blueprints, specifications, and the final estimated cost of 
construction that was projected at $17, 120.243.00. The board approved all items and 
awarded the contract of completing the final design to the architect finn Belluschi and 
Catalano. 
By spring 1973, the site was finally ready for the groundbreaking ceremony. The 
event took place on May 2, 1973 , and BOE and city officials projected the facility would 
be completed by the late 1970s. The HSMA Choir perfonned at the ceremony, and city 
officials, including Mayor Lindsay, were on hand to lead the festivities. Rebecca Spath 
1045 Seth S. King, ' 'U .S. Gives Aid for Music School and Housing at Lincoln Center,' ' 
Nev\' York Times, December 30, 1966. 
104
r' The BOE abandoned this and several other school construction projects during the 
latter part of the I 960s. 
1047 John Lindsay was Mayor of New York City at the time. 
1 0 -1 ~ John Lindsay in, Seth S. King, --u.S. Gives Aid for Music School and Housing at 
L incoln Center: · Nn1· York Times , December 30, 1966. 
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remembered that day well because she sang with the choir. Her emotions were conflicted 
as she realized she would be graduating before the new building was completed. " I felt 
very jealous that 1 wouldn't be going to the new school as I sang with the HSMA chorus 
as the ground was being dug at the groundbreaking ceremony. " 1050 
Construction on the Fiorello H. LaGuardia High School of Music and the Atis 
came to a halt again in 1975 due to another fiscal crisis that nearly bankrupted New York 
City. Although construction workers had placed the school's foundation and steel girders 
in place, the BOE was forced to tenninate this and all its school building projects. Three 
years later, in response to community concems over the dangerous open foundation at the 
site, the BOE authorized Carland Construction Co. Inc. , to fill the construction cavity at a 
f$ 1 1051 cost o 59,9.J 7. 
Plans for the relocation of both schools lay donnant until April 1978, when the 
BOE proposed relocating the HSMA to the dilapidated Haaren High School building on 
lOth A venue and West 501h Street in Manhattan. This proposal angered students, parents, 
and faculty members and a school delegation appeared at an April 19th BOE meeting to 
voice their disapproval of the board's proposal to relocate everyone from the Cast le on 
the Hill to the dilapidated Haaren High School building. The board 's proposal was 
tentatively set for September 1978, because the BOE had ''eannarked the HSMA 's 
quarters for a new experimental high school to be developed in conjunction with City 
College. --I 052 The HSMA ' s delegation "objected to the resolution on the ground that it 
10511 Rebecca Spath interv iew with Peri s Alban . Jul y 12,20 10. Manhattan . NY. 
1115 1 The BOE authorized thi s on March 15 t11 , 1978. 
Itt)? -·s chool B oard Puts Off Action on Ne-vv School." Ne11· York Times. April 20. 19 78. 
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was vague on where the school would be housed once its present facilities at 135111 Street 
and Convent Avenue were vacated to make way for the new school." 1053 Protestors from 
the professional field including Alvin Ailey, Leonard Bernstein, Sir Rudolph Bing, 
Marvin Hamlisch, Shirley MacLaine, and Lynn Redgrave urged the BOE to reinstate 
construction ofthe school despite financial difficulties. 
The BOE abandoned its proposal to relocate the HSMA prematurely in June 
1978, because then Mayor Koch awarded the BOE $3 5 million dollars from the city' s 
capital budget to reinstate construction on the school at Lincoln Center. The New York 
Times announced this turn-of-events with the headline, "Fortune Smiles on Music & 1054 
Art High Schoo1." 1055 HSMA personnel received thi s news with "restrained joy," 1056 and 
Klein quipped, "We' ve waited for a new building for 20 years .... We' ve been to the well 
so many times that we find it hard to believe there is water in the bucket until it splashes 
in our face." 1057 Although no direct mention was made of SPA in the New York Times 
article, the reporter stated, "The merger [brought] to an end the administrative nightmare 
of running two schools that were technically one, but were in two buildings some six 
miles apart ." HlSS Those involved with the HSMA and SPA were bitter over the 20-year 
time lapse fi·om Schuman's initial proposal for the merger in December 1958 to the 
present time, June 1978. To expedite the construction, the BOE decided to utilize the 
105
·
1 
' ·Schoo l Board Put s Off Action onN ew School:· Ne11 York Times, April 20, 1978. 
1 05~ In the headline the ··&'" symbol was represented by a treble c lef. 
11155 Ari L. Go ldman, ''Fortune Smiles on Mu s ic & Art 1-li !lh School, '" New York Times 
~ ' 
June 2, 1978. 
11156 Ibid . 
11157 Richard Klein in Ibid. 
105 ~ Ari L. Goldman. in Ibid . 
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original 1969 blueprints despite changes that were put into effect to maintain building 
safety. The BOE suffered financially for this decision throughout the late-1980s into the 
early 1990s. 
In June 1979, Schools Chancellor, Frank Macchiarola 1059 requested that the BOE 
approve the hiting ofEduardo Catalano, 1060 Architect, to complete the school ' s design for 
a fee of $309,312 .00, since the firm had completed the original 1969 design. Macchiarola 
argued, ' 'Because of this finn's expertise, experience and previous involvement with this 
project, it is more economical and efficient that Eduardo Catalano, Architects and 
Engineers, be retained to complete the balance of the design contract." 1061 The BOE 
approved Macchiarola ' s request. By August 1979, the BOE had awarded several other 
contracts to various construction companies. Table 65 chat1s the contractors, their 
responsibilities, and the cost involved with the construction ofthe school. 
Once construction was reinstated in 1979, the Division of School Buildings 
authori zed change orders on paper for the school ' s general construction, plumbing and 
drainage, heat and ventilation, and electrical work and submitted a new total estimated 
cost for each item to the BOE. Brady and Company argued that it never received this 
updated infonnation and accused the BOE of being less than forthcoming with details 
pet1aining to the redesign of the building after being awarded the contract in 1979. 
1115
'> By the lste 1970s Frsnk MacchiRrols W3S Schools Ch3ncellor of the New York Public 
Schools . 
101
'
0 The originRI architect firm Belluschi and Cat313no cessed to ex ist 3S of September 
1977 . 
1111
>1 Minut es of the Bosrd of Education, June 6. 1979, Muni c ipal Archives Library. 
Msnhs ttan. NY. 
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Table 65 
Construction Companies, Responsibilities, and Cost of Construction 
Construction Company Responsibility of the Cost 
Construction Company 
Tri -Tech Planning Responsible for monitoring $177,155 .000 
Consultants Inc. the construction of the school 
John T. Brady & Co. General Construction $25,997.000 
Novak & Co. Plumbing and Drainage $1 ,286,700 
Watchel , Duklauer Heating and Ventilating $4, 787,000 
& Fein 
Meyerbank Electric Co. Inc. Electric $4,176,000 
Since there was a seemingly Jack of communication between various BOE 
. 1067 depa1iments and Brady and Co., Macch1arola - sent a memorandum to all BOE 
members in March 1982, infonning them that Brady and Co., was "unable to complete 
the project at the agreed price." 1063 Therefore, Anthony R. Smith, 1064 intended to "default 
John T . Brady and Co., call[ing] upon the surety on their perfonnance bond to complete 
the schoo1." 1065 A Board ofReview investigation ensued. 
Brady and Company's argument was valid although illegal. Brady argued that 
1062 Frank Macchiaro la, Schools' Chancellor. 
1116
' Memorandum from Frank Macchiarola to Members of the BOE, 16 M arch 1982. 
Municipal Archi ves , Manhattan, NY . 
1
n
64 Smith worked for the Division of School Buildings. 
11165 Memorandum from Frank Macchiarola to Members of the BOE, 16 March 1982. 
Municipal Archi ves. Manhattan. NY . 
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since the BOE willfully entered into a binding contract knowing that change orders were 
necessary, any masonry work the company would have completed after September 1981 
would have to be demolished to accommodate the up-dated blueprints . In hindsight, the 
BOE should have delayed construction on the school until the architect completed a new 
set of blueprints. To complicate matters further, the BOE had promised occupancy of the 
High School of Music and A1i's school building to the A. Phillip Randolph High School 
personnel by the early 1980s, and it did not want to spend additional money modemizing 
the dilapidated School of Perfonning Arts ' building since it was already spending 
millions of dollars to construct the new school facility at Lincoln Center. 
The Board of Review unanimously voted and found Brady "in default of its 
contract," 1066 on May 18111 , 1982. Nearly two months later, the BOE entered into a cou11 
agreement with Federal Insurance Company, who used Brady' s surety bond to complete 
the construction work on the school. Federal hired Mars Associates, Inc. I Nonnel 
Construction Company, identified in sh011 as "Mars Associates," 1067 to complete the 
construction work. The coUI1 agreement stipulated that Mars Associates could not 
"exceed the amount of its Bond penalty and that it may cease futiher work if it [had] 
expended its full Bond penalty." 1068 During court proceedings the BOE acknowledged 
that there was in "existence two unpaid requisitions in the approximate sum of 
1066 John R. Nolan , Secretary of the BOE to Ha1Ti son J. Go ldin, Compt ro ll er, City of New 
York, and John T. Brady and Company, 18 M ay 1982. Municipal Archi ves, Manhattan , NY. 
1067 Agreement between Board of Educati on of the City ofNew York and Federa l 
Insurance Company, 6 July 1982. Munic ipal Archives, Manhattan, NY. There is no Docket 
Number on the paperwork. 
1068 Agreement between Board of Education of the C ity ofNew York and Federa l 
Insurance Compa ny, 6 Jul y 1982. Municipal Archives , Manhattan. NY. There is no Doc ket 
Number on the paperwork . 
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$118,042.00 for partial progress payments," 1069 which Brady tried explaining during the 
Board of Review ' s investigation. The BOE transferred that sum of money to Federal 
Insurance when work commenced on the school. The BOE also acknowledged in court 
that not all change orders had been completed thus the court agreement stipulated that 
Federal Insurance Co., was entitled to additional payments for work completed after all 
d . d " . d . I b . " 1070 0 1 BOE d change or ers were Issue on a time an matena asts. nee t 1e agree to 
retain the new contractor, Mars Associates, as suggested by Federal Insurance Company, 
it seemed as ifthe school 's construction issues were finally resolved. 
Cornerstone Installation Ceremony 
By October 1982, sufficient progress had been completed on the new facility, and 
the construction site was ready for the cornerstone installation ceremony. On October 17, 
1982, four hundred guests 1071 including Marie LaGuardia attended the ceremony. 
Macchiarola 1072 proudly announced, " I am honored to be dedicating the only school in 
New York named after an Italian-American. It also shows the Board of Education's 
1069 Agreement between Board of Education of the City of New York and Federal 
Insurance Company, 6 Jul y 1982. Municipal Archi ves, Manhattan, NY. There is no D ocket 
Number on the paperwork. 
11170 Ibid . 
107 1 Guests inc luded : William Schuman, President of The .Juilliard School and the 
originator of the merger in December 1958; Frank Macc hia rola, Schools Chancello r; James 
Marshall , Pres ident of the BOE when the HSMA was es tabl ished ; Harri son J . Goldin, C ity 
Comptro ll er; Martin E. Segal, Chairman of the Boa rd of Lincoln Center; Charles Rangel and 
Theodore Weiss, Manhattan Borough Representative: Richard Kl ein, current principal, and 
Cec ill e Wasserma n. Directo r of the Friends and A lumni fo r LaG uard ia Arts Hi gh School. 
1117' . -
- Frank Macch1arola. School s C hance ll o r. 
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commitment to the continued growth of arts and entertaimnent in this city." 1073 Schuman 
recollected how the HSMA audience had booed his December 11 , 1958 proposal. "So it's 
with a special sense of personal pride that I'm here today," 1074 he said, to see that 
proposal finally come to fruition. Guest speakers utilized the descriptive term 
"finally," 1075 throughout the ceremony. The HSMA Chorale performed Beethoven' s 
Hallehijah from The Mount ofOlives, and Carlo Pelleteiri, a senior at the HSMA 
perfonned a solo cello piece. 1076 At the conclusion of the ceremony, Marie LaGuardia 
placed a copper box inside the cornerstone that contained items of significance to both 
the HSMA and the SPA. These items included a pair of autographed ballet slippers by 
Suzanne Farrell , a paintbrush, a baton, a pitch pipe, a front page of the previous day' s 
New York Times, and the names of those students who perfonned at the ceremony. Also 
included were symboli c coins that were newly minted to commemorate the school ' s 
anticipated September 1983 opening. Macchiarola also provided the " 1973 ground 
breaking ceremony program to the cornerstone contents," 1077 which Wassennan 1078 
deemed '·quite appropriate," 1079 in her thank-you letter to the Schools Chancellor. 
111
7.' Frank Macchiarola , in Lorenzo Carcaterra, "Near Lincoln Center, a better shot at 
'Fame· ,·· Dailv News , October 18, 1982. 
11174 S~tzanne Daley, "400 Gather to See La Guardia H .S. Get Cornerstone, .. Ne w York 
Times , October 18, 1982. 
11175 Ibid. 
11176 The Ne w York Times pid not specify the title of the cello piece. 
111 77 Cecill e Wasserman to Frank Macchiarola, October 19, 1982, Municipal Archives, 
Manhattan, NY. 
1117
s Cec ill e Wasserman was the President of the A lumni Organiza ti on at the time of the 
Co rnerstone Ceremony. 
111 79 Cecill e Wasserman to Frank Macchi arola , October 19, 1982, Municipa l Archives, 
Manhattan. NY. 
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BOE officials anticipated the school would be ready for occupancy in September 
· 1983. Students, administrators, faculty, and alumni were cautiously overjoyed with this 
pronouncement while city newspapers printed the declaration in conjunction with their 
coverage of the ground-breaking ceremony. The Daily News reporter speculated that 
LaGuardia would have been extremely happy to know that the new school , slated to open 
in September 1983, had been named after him. The talented arts students would enjoy the 
close proximity to Lincoln Center because they could take advantage of the center' s 
professional arts environment. 
Unfortunately, the September 1983 relocation did not take place because in 
Febmary 1983, Catalano Architects and Engineers discovered a problem with the 
installation of the ductwork for the heating, ventilation, and air conditioning system 
(HVAC). Catalano ' s finn explained to the BOE that, "sound lining [was] necessary to the 
project and [could not] be eliminated." 108° Catalano advised the BOE, "If the HV AC 
Contractor made a mistake, it [was] his own responsibility to remove and replace the 
ducts. " 1081 Change orders complicated matters since the HVAC system had to be re-
installed to meet cun·ent codes. The HV AC system proved extremely problematic when 
the school finally opened . Students and faculty complained of severe headaches and other 
health-related issues due to the malfunctioning HV AC system during the school's 
fom1ative years. 
1080 Eduardo Catalano Architects and Engineers, Inc., to the Board of Education, 9 
February 1983. Municipal Archives , Manhattan, NY. On August 19'11 , 1980, designers made 
provisions for the correct instillation of the HV AC sys tem in the redesign , but the work was never 
inspected until three years later. 
111 01 Edu<lrClo Catalano Architects and Eng ineers, Inc., to the Board of Education, 9 
r ebruary I 983 . Municip<ll Arc hi ves, Manhattan, NY. 
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While the BOE tried resolving the myriad of construction issues, the Alumni and 
Friends Committee 1082 had concerns of their own. The committee shared these concerns 
with Klein 1083 in February 1983, at a meeting held in the SPS 's library. Klein shared the 
committee' s concerns with Nicholas Borg, Executive Director ofthe Division of School 
Buildings. First, the school's two theaters needed to be "outfitted with theater-type 
upholstered chairs rather than wooden school auditorium seats" 1084 in keeping with other 
Lincoln Center performing arts venues. Secondly, the school ' s security system concemed 
both Klein and the alumni association. Klein recommended to Borg that since the 
delivery of supplies and equipment wmih thousands of dollars was to anive at the new 
school shmily, it behooved the BOE to install a fully functioning alann system prior to 
the deliveries . Klein believed that intruders should be "thwatied at their first attempted 
break-ins--not after they [had] been successfu1." 1085 The Division of School Buildings 
held a meeting on March 8, 1983 to discuss Klein ' s proposals in detail. Members of that 
. 1 d B . h "d 1 . . 1 " I 086 .c 1 I 1 commtttee c 1arge org Wit eve opmg a secunty pan 10r t 1e sc 100 as soon as 
possible. 
By January 1984, construction work on the new school seemed to be moving 
forward despite requests for additional funds. Alvarado 1087 hoped that with the board· s 
approval , school construction could be completed by August 1, 1984, for September 
1 0 ~ 2 Klein was instrumental in establishing this alumni assoc iation in 1982 with members 
of both HSMA and SPA. 
108
-
1 Richard Klein was the principal of the merged schools. 
1 0 ~4 Richard Klein to Nicholas Borg, 16 February 1983. Municipal Archi ves , Manhattan. 
NY. 
10~ 5 Ibid . Underlined in the original. 
l O X ~> Richard Halverson to Richard Klein , 8 March 1983. Municipal Archives, Manhatta n. 
NY 
1 11 ~ 7 Anthony Alvarado, Schools Chancellor. 
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occupancy. The completion did not include the two theaters because, " there [were] still 
design changes [that were] necessary to bring those two areas up to current day 
standards." 1088 
The last order ofbusiness requiring the BOE 's attention prior to the school's 
opening was the implementation of a security 10 verification program for the school. 
NCR Corporation gifted the BOE a security program valued at $100,000.00. The 
program included an "automated Op-Scan equipment connected to a computer, for the 
purpose of security ID verification for the schoo1." 1089 Alumni who began their high 
school years at the HSMA and SPA buildings and graduated from the new school in 
Lincoln Center attested they hated having to swipe their ID cards upon entering the 
school. They felt as if they were prisoners instead of high school students. The policy of 
having students swipe their ID cards remains in effect. 
Walk Through 
In May 1984, Borg 1090 sent an invitation to all who were involved with the school 
to participate in an on-site inspection of the facility on Monday, June 18, 1984 at 10:00 
a.m. Table 66 identifies the invited guests and their affiliation . 
As a result of the inspection, the BOE decided when furniture, supplies, and 
equipment could be delivered to the school. The board also detennined the majority of 
1088 Memorandum from Anthony Al va rado to all Members of the BOE, 24 January 1984. 
Municipal Archives, Manhattan, NY . 
1089 Memorandum from Robert Mastru zzi, Superintendent Manhattan High School s to 
Sylvia Ball att , Executi ve Director Di vision of 1-ligh Schoo ls. 7 August I 984. Muni cipal Archi ves, 
Manhattan, NY. 
111911 N .I I 8 E . o· o·.. ·s I IB ·11 · IC 10 as org. - xecuti ve 1rec tor. I VISion o l . c 100 u1 c mgs. 
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the construction would be completed by the September 1984 opening. 1091 Although the 
school opened in September 1984, construction continued for the next several years. 
Table 66 
Invited Guests for the June 18, 1984 Walk-Through of the New School 
Invited Guest 
Nathan Quinones 
Steven Schwager 
Louise Latty 
Charles Wilson 
Elizabeth Cagan 
Ellen Stein 
Richard Klein 
Jack Edwards 
Paul Fromer 
Joseph Elias 
Herbe11 Siegel 
Relocation to Lincoln Center 
Affiliation 
Acting Schools Chancellor 
Chief School Business Executive 
Superintendent, Assigned for Instruction 
Superintendent 
Chief Administrator of School Food Services 
Administrator, Bureau of Supplies 
Principal 
Bureau ofEnginee1ing Audit 
Coordinator, High School Construction 
Director of Zoning and Integration 
Bureau of Industrial A11s 
The long-awaited relocation of the HSMA and SPA to Lincoln Center was finally 
official. On June 29, 1984, Klein wrote a letter to Manhattan ' s Postmaster of the General 
Post Office informing him that both schools were relocating to Lincoln Center effective 
immediately and that mail should be forwarded to the school' s new address : Fiorello H. 
11191 M emorandum from N icho las Borg to va rious BOE personne l a nd agenc ies, 24 May 
19?\4 . Muni c ipa l Arc hi ves. Ma nhatta n. N Y. 
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LaGuardia High School of Music and the Arts, 1 08 Amsterdam A venue, New York, NY 
10023. 
Budget 
The new school facility was a state-of-the-art facility, but until the early 1980s the 
BOE had not considered the school ' s day-to-day budgetary needs in order to nm its daily 
operations. Therefore, when the school seemed ready to open in September 1984, Klein 
held several conversations with members of the BOE concerning the school ' s needs. He 
and members of the High School Division "toured the building to gain a better 
understanding ofthe identified needs," 1092 which resulted in Nathan Quinones 1093 
acknowledging, "The school will require and will receive some additional discretionary 
f h H. 1 s h 1 D. . . " I 094 support rom t e 1g 1 c oo IVIS10n . 
So that the BOE and the High School Division could understand the needs of the 
school once it opened, Klein and Barbara Pollard, Curriculum Coordinator, authored a 
detailed eight-page proposal titled, For Supplementary Supportfor the 1984185 School 
Year. 1095 As succinctly as possible, Klein and Pollard outlined the challenges that lay 
ahead and offered solutions in how best to address those challenges. 
Foremost in the proposal was Klein ' s request to the BOE to hire professional 
technicians who could successfully run and work the equipment in the two theaters and 
video recording studio, thus making these facilities a model for future performing mis 
1092 M emorandum from Nathan Quinones, Acting Chancellor to Amelia Ashe, Member of 
the BOE, 30 April 1984 . Municipal Archives, Manhattan , NY. 
10
'>:1 Quino nes was Acting Schools Chancellor having replaced Anthony Alvarez. 
109~ Ibid . 
11195 Proposa l, ··For Supplementary Support fo r the 1984/85 Schoo l Yea r, ' ' by Richard 
Kl e in a nd Barbara Po llard . March 1984 . Municipa l Archi ves. Manhattan, NY. 
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high school establishments. Klein and Pollard reminded the BOE that the established 
HSMA had welcomed national and international visitors over the years searching for 
guidance and direction in how to establish their own arts schools. With the school's 
relocation to Lincoln Center more visitors would be visiting the school therefore, the 
board needed to hire competent staff and make provisions in the budget for a rigorous 
cuniculum so that none could mock the new institution. 
Secondly, Klein, aware the school lost 10% of its admitted students during the 
academic school year, needed to make provisions to retain those students who found the 
school ' s dual mission a challenge. Some left because they moved away from the city, but 
others "transferred to their local high school. . . because they [had] difficulty in handling 
the program, i.e. professional training in the arts and college preparatory academic 
subjects." 1096 Several faculty members volunteered to tutor at-risk students in subjects 
such as "music theory, fundamentals of design, literature, and writing." 1097 In an effmi to 
retain these students and others like them, Klein proposed that monies be set aside for 
tutoring. He also hoped that tutoring in science, social studies, and language might be 
. 1 d d . ' h II d. db " 109 ~ me u e 111 ·t e overa program coor mate y one person. 
Thirdly, extra-cunicular activities were pmi and parcel ofboth school's existence. 
These included preparing for "dozens of major plays , concerts, performances, cabaret 
nights, art exhibits, operas, and musical comedies, in addition to publishing a newspaper, 
1096 Proposal , "For Supplementary Support for the 1984/85 School Year: · by Richard 
Kl e in and Barbara Pollard, March 1984, 6. Municipal Archives, Manhattan. NY. 
11197 Ibid. 
III'!S Ibid. 
439 
yearbook and a literary magazine." 1099 Because of these diverse activities which required 
an advisor, Klein explained to the BOE and High School Division that these advisors 
were being cheated "at least 50% of the per session funding deserved in order to give 
every teacher at least a token payment. " 11 0° Klein proposed that the BOE pay for 350 
extra-cunicular hours instead of the full 404 extra-cunicular hours the teachers were 
presently working. Consequently, each teacher could "receive 70% of the maximum 
II " I I 0 I .C' h . I . . . a owance, 10r t e extra-cutTICU ar activities. 
Fourthly, since the school facility was furnished with state-of-the-art equipment 
affording new possibilities in course offerings such as video production and cross-
cunicular courses, Klein proposed establishing a cuniculum development facilitator at 
the school. This facilitator would be responsible for "developing and implementing new 
cuniculum, as well as expand[ing] the already existing programs." 11 02 The HSMA 
already offered a course, "The Intenelationship of the Arts," developed and taught by 
Barbara Pollard, and it was Klein ' s desire to make this course a requirement for all 
sophomores at the new facility. Klein 's argument for its inclusion into the cutTiculum was 
a valid one. "The course not only [met] the special needs of students ofthe aJis it also 
[fulfilled) the New York State Board of Regents requirements of one year of art and one 
year of music appreciation." 1103 Other possibilities for cross-cunicular courses included 
1099 Proposa l, "For Supplementary Support fo r the 1984/85 School Year," by Richard 
Klein and Barbara Pollard, March 1984, 7. Municipal Archives , Manhattan, NY. 
1099 Ibid. 
ll oo Ibid . 
ll o l Ibid. 
11112 Ibid. 
11113 lbid., 8. 
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LaGuardia students taking courses at Fordham University located nearby. Klein had 
already discussed the possibility of establishing a relationship between the school and the 
university with Dean Shea. 
Lastly, Klein advocated for funds to hire personnel who could supervise and 
maintain the school store. Although the store's busiest time would be at the beginning of 
each new semester because students needed supplies, Klein argued, "The unique nature 
of our programs will create an ongoing need for ballet slippers, mi supplies, and music 
materials throughout the school year." 1104 Klein believed it advantageous to keep the 
store open during the school day and during school perfonnances so that visitors could 
purchase school items etc. Klein suggested that merchants such as Capezio, 11 05 Pearl 
Paint, 1106 and Schinner's 1107 could assist the school with this endeavor. 
The BOE and High School Division made provisions to fund these proposals as 
much as the budget allowed. They provided funds for tutoring and for the extra-cunicular 
activities quite soon after the school relocated. The BOE hired a technician to oversee 
both theater and concert hall only after the hall was near completion in December 1988. 
Funds were also provided for the school store and to hire a curriculum development 
facilitator, but these were not established untillater. 110 ~ 
1 111~ Proposal, '"For Supplementary Support for the 1984/85 School Year," by Richard 
Klein and Barbara Pollard. March 1984, 8. Municipal Archives , Manhattan, NY. 
11115 Capezio is popular dance clothing, shoes and accessories store in NYC. 
11111
' Pearl Paint se ll s art supplies. 
1111 7 Schirmer· s was a world-renowned music store located near Carnegie Hall in 
Manhattan. The store closed in 2010. 
1111
' I do not knovv exactly when funds were made available for these positions but 
L1Guardia Arts HS does h<we a sc hoo l sto re and employs a curriculum development facilitator 
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Alumni Association 
Prior to spring 1982, both the HSMA and SPA operated their own independent 
alumni associations. To prepare and plan for the ribbon cutting ceremony, a gala opening 
ceremony and yearlong festivities , both alumni associations joined forces. Klein met with 
interested alumni in Lincoln Center' s board room in December 1981 to organize the 
association. As a direct result of this meeting key personnel from both schools vowed to 
work together to organize the gala and anange an "all-star benefit opening show 
involving alumni in the perfonning at1s." 11 09 Klein sent a letter to Macchiarola, voicing 
his pleasure that alumni and parents from the SPA were now willing to work closely with 
the HSMA, showing "a more co-operative spirit," 111 0 in all matters pet1aining to the new 
school. 
Klein also met with Henry Geldzahler, Cultural Affairs Commissioner of the City 
of New York, who pledged his support for the committee's endeavors and offered a 
working area for the alumni committee in his Office of Cultural Affairs at 2, Columbus 
Circle, Manhattan. In April 1982, Klein, on behalf of the alumni committee, signed an 
agreement with Geldzahler, for the use of his office space, which remained in effect until 
"30 days subsequent to the opening day ceremonies of the new LaGuardia High 
Schoo1." 1111 At the time of this agreement the proj ected relocation date was September 
1983 . 
111
)9 Richard Klein to Frank .J . Macchiarola, 7 January, 1982 . Municipal Archives, 
Manhattan, NY . 
1110 Ibid . 
1111 Space Agreement between Commi ss ioner Henry Gelclza hl er and Alumni and Fri ends 
Committee. 14 April 1982. Muni cipal Archi ves, Manhattan, NY . 
442 
By fall 1982, the Alumni and Friends Committee had an established board of 
directors, and by spring 1983 , the board had additional members. (See Table 67 for board 
members ' names and Table 68 for all board members.) The advisory board had its own 
intetim board of directors who participated in all alumni committee meetings. Table 69 
identifies the interim board of directors . In addition to the Advisory Board ' s Interim 
Board of Directors, the alumni committee included additional SPA representatives who 
wanted to keep the school ' s vocational focus active once relocation occuned. Table 70 
identifies those members. 
Table 67 
Alumni and Friends Committee Board ofDirectors 
Member 
June LeBe11 
George Lois 
Andrew Frances 
Norman Potash 
Peter Bakstansky 
David Barg 
Ceceila Wassennan 
Table 68 
All Board Members Spring 1983 
Responsibility 
Co-President 
Co-President 
Co Vice-President 
Co Vice-President 
Secretary-Treasurer 
Director 
Director 
Member 
June LeBell 
Andrew Frances 
Nonnan Potash 
Peter Bakstansky 
David Barg 
Michael Simon 
George Balanchine 
Leonard Bernstein 
Aaron Copland 
Henry Geldzahler 
Zubin Mehta 
Bess Myerson 
William Schuman 
Martin E. Segal 
Alice Tully 
Table 69 
Responsibility 
President 
Vice-President 
Secretary 
Treasurer 
Executive Director 
Associate Director 
Honorary Committee Member 
Honorary Committee Member 
Honorary Committee Member 
Honorary Committee Member 
Honorary Committee Member 
Honorary Committee Member 
Honorary Committee Member 
Honorary Committee Member 
Honorary Committee Member 
Advisory Board ' s Interim Board of Directors on the Alumni Committee 
Member 
Robert Berenson 
Barbara Colton 
Marjorie Dycke 
Barbara Engel 
Carol Fineberg 
LatTy Silverstein 
Richard Klein* 
Gabriel Kosakoff* 
*Klein and Kosakoffwere ex-officio members . 
Table 70 
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Advisory Board Members on the Alumni Committee 
Member 
Leonard De Paur 
Melissa Manchester 
Tony Robe1is 
Mark Shubart 
Albe1i Shanker 
A1ihur Sterenbach 
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The alumni committee officially identified themselves as the Alumni and Friends 
of LaGuardia High School, and unveiled its new logo in the fall 1983 edition of 
LaGuardia Update. 1112 Phil Gips, who graduated from the HSMA inl949, was an art 
director and graphic designer, who designed the logo at the request ofNonnan Kosarin , 
designer, also a 1949 HSMA graduate. The logo represented each ofthe school ' s four 
disciplines. (See Figure 23 for an image of the logo.) 
111
:' Lu(illlmliu UjJilut c: W8S the orig in81 title ofthe organiz8tion· s news let ter. 
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Figure 16. A&F Association Logo by Phil Gips, M&A '49 
(Used with pennission of the A&F Association) 
Fonner graduates expressed their gratitude to LeBell for the establishment of the 
Alumni and Friends Organization. One alumna appreciated a school such as LaGuardia 
High School more and more as years passed because the school was a wonderful 
testament to the city ' s educational system. 
The association held successful fundraising events in 1983. Husband and wife 
Toby Perlman and Itzhak Perlman ananged a $100 per person benefit dinner on Friday, 
February 25, 1983 , to aid the association ' s endowment fund , and on May 25, 1983 , the 
association held its first awards reception for alumni in the adve1iising and 
communications industry. This event was held at the Time Inc. office. 
On November 27, 1983 , the association organized its first combined reunion for 
HSMA and SPA alumni. The event took place at Martin Luther King Jr. High School , 
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located across the street from where the new LaGuardia building would soon be standing. 
Mayor Edward I. Koch wrote a greeting expressing his pride in both schools ' 
achievements over the years, and wished the alumni well in their celebration. Over 2,000 
alumni attended the reunion, and New York City dignitaries such as members of the 
BOE, Governor Mario Cuomo, Mayor Edward Koch, Congressman Charles Rangel, and 
Lincoln Center Chainnan, Martin Segal, sent congratulatory messages. Alumni spent the 
afternoon looking for other alumni , and subsequent reunions were in the initial planning 
phase. 
In conjunction with fundraising appeals, the Alumni Association requested 
pennission from the BOE to place plaques with donors ' names in the school in 
appreciation of their monetary donations that helped establish the association ' s 
endowment fund . The association also asked pennission to advertise the plaques as 
acknowledgment of donations in their literature. The BOE granted the association 
pennission to display commemorative plaques in the new building "subject to the 
approval of LaGuardia ' s Principal." 111 3 The association ' s desire was to affix plaques on 
the back of the theater and auditorium seats. Since both locations were still unfinished , 
the association and the BOE reached an agreement with the principal to display the 
plaques on the main floor facing the auditorium. 
While fundraising appeals continued, association members met often during May 
1984, to anange the school's opening festivities and gala celebration planned for 
September. Table 7l lists the pmiicipants present at those meetings. 
11
1.1 Peter Bakstansky to Steven Schwager, 24 March 1986. Municipal Archi ves. 
Manhattan. NY. 
Table 71 
Participants at the May Meetings 
Members 
Richard Klein 
Pearl Wamer 
June LeBell 
Peter Bakstansky 
Patty Harris 
Claire Weiss 
Abraham Beller 
Gabriel Kosakoff 
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Title 
Principal and Meeting Chairman 
Superintendent of Manhattan High Schools 
President of the A&F* 
Member of the Board of Directors, A&F* 
Cultural Liaison of the Office of the Mayor 
Intem, in the Mayor's Office for Cultural 
Affairs 
Supervisor-in-Charge of the SPA 
Instrumental Music Chairman of LaGuardia 
High School 
Note . The Alumni and Friends Association shotiened their title to A&F. 
Committee members offered several suggestions on how to organize the Ribbon 
Cutting Ceremony. These suggestions included fanning sub-committees to "organize, 
plan and execute appropriate activities," 1114 that tours around the school be organized for 
alumni and members of the press prior to the ceremony on Sunday, September 9, 1984, 
and that a reception be organized directly after the ceremony to "acknowledge major gifts 
to the school and to welcome Board of Education, City, State, and National 
dignitaries." 111 5 Patiicipants also discussed the alumni reunion event and a black tie 
awards dinner planned for the following week-end. Once the two theaters were 
completed Alumni and Friends hoped to organize a gala event to celebrate the opening of 
111 4 Minutes of A&F Association 's Meeting, 23 Ma y 1984. A&F Association, Manhattan, 
NY. 
1115 Ibid. 
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the two theaters . The BOE projected that both theaters would be completed sometime in 
1985. 
When arrangements for the Ribbon Cutting Ceremony were finalized, Alumni and 
Friends published details in its summer 1984 edition of LaGuardia Update, accompanied 
by a picture of the newly built school building. The Ribbon-Cutting Ceremony was held 
on Sunday, September 9th at 3 p.m. On Saturday, September 15th, the association hosted 
its first members ' seminar entitled, "A Salute to Lincoln Center," featuring alumni from 
both the HSMA and SPA involved with Lincoln Center, and on Sunday, September 16th, 
the association's second annual awards dinner was held to honor three distinguished 
miists: Tony Robe1is, HSMA Class of 1957; Gerard Schwarz, SPA Class of 1965, and 
Richard Munro, President of Time Inc., an ardent supporter of arts education. Tickets for 
the dinner cost $125 .00, with all proceeds suppmiing a scholarship fund for needy 
students and the Alumni and Friends ' endowment fund. In early August, LeBell sent 
invitations to BOE personnel inviting them to attend the Ribbon Cutting Ceremony. The 
association had to postpone the alumni building tours until November because 
construction 011 the school building was not complete. 
SUMMARY 
When the BOE merged the HSMA and SPA in September 1961 , the board 
expected both schools to be sharing a facility in Lincoln Center by 1968. This chapter 
illuminated an additional twenty-three years for the school s" relocation. During those 
years both schoo ls, although governed by one administration, continued to operate 
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independently. Both had separate faculty members who transferred between schools as 
the administration saw fit , while philosophical objectives, missions, and curricula 
remained separate. In October 1969, both schools became a division ofthe Fiorello H. 
LaGuardia High School of Music and the Arts, leading everyone to believe that 
relocation was fast approaching. 
The individual music depmiments merged in anticipation of the relocation to 
Lincoln Center in 1979. Kosakoffbecame the instrumental music depa1iment ' s 
chairperson and divided his time between both schools. He unified the audition 
requirements despite initial opposition from HSMA faculty, and he aligned both schools ' 
string ensemble programs. DiCioccio established an after-school jazz program at SPA in 
the early 1980s, and when the schools moved to Lincoln Center, jazz studies became part 
of the music curriculum. SPA suspended its yearly juries to provide faculty members an 
opportunity to amend the requirements. 
Construction of the new facility was fi·equently hindered by budget c1ises that 
nearly crippled the city ofNew York. Construction work was also hindered due to the 
BOE's decision to reinitiate work on the school in the late 1970s utilizing the original 
1969 blueprints. The original contractor John Brady and Co ., defaulted on its contract, 
resulting in the BOE hiring a new contractor. The Cornerstone Installation Ceremony 
finally took place on October 1 i 1\ 1982, but it took nearly two additional years before the 
schools· relocation occurred. 
SPA parents voiced their opposition to the relocation in the early 1980s, and 
garnered support from alumni and professionals in the performing a1is field. Ultimately, 
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as this chapter documented, their opposition fell on deaf ears . By 1982, SPA alumni 
agreed to collaborate with alumni from the HSMA, and with Klein ' s support and 
assistance the Alumni and Friends Association was established in 1982. The association 
organized the cornerstone festivities , and immediately thereafter its members began 
preparing for the school ' s opening ceremonies. 
ln March 1984, Klein and Pollard, in a detailed eight-page proposal to the BOE 
and the High School Division identified the challenges and budgetary needs that lay 
ahead for the school. Both the BOE and the High School Division promised to make 
provisions for the school as much as the budget would allow. 
When school opened in September 1984, HSMA and SPA personnel traveled to 
their new state-of-the-art facility at Lincoln Center, officially recognized as the Fiorello 
H. LaGuardia High School of Music and the Arts . Chapter Six analyzes the success of 
relocation. 
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CHAPTER SIX 
THE FIORELLO H. LAGUARDIA HIGH SCHOOL OF MUSIC AND ART AND 
PERFORMING ARTS: 1984-2011 
"A house divided against itse(f'cannot stand" 1 116 
When the High School of Music and Art (HSMA) and School of Performing Arts 
(SPA) convened for the Ribbon Cutting Ceremony on September 9th, 1984, 
administration, faculty, students, alumni, BOE officials, and other city dignitaries 
celebrated an unfinished Fiorello H. LaGuardia High School of Music and the Arts, 
located at West 641h and 65th Streets between Amsterdam and West End Avenues in 
Lincoln Center. 111 7 City newspapers published details the following moming. The New 
York Post announced, "Two ofNew York's most prestigious high schools, for years 
linked in spirit but not in body, finally got their acts together yesterday under one roof at 
Lincoln Square ... " 1 11 8 The New York Times published a picture of Mayor Edward I. Koch 
cutting the ceremonial ribbon smTounded by schools chancellor Nathan Quinones, 
Richard Klein (principal) James F. Regan (BOE president) and June LeBell (Alumni and 
Friends Association president). (See Figure 24 for photograph of Ribbon Cutting 
Ceremony.) While current students bemoaned the unfinished building, alumni looked 
past the imperfections and celebrated the arts· union: 
The students who will spend their days in the new classrooms of the Fiorello H. 
LaGuardia High School of Music and the Arts were worried about details. ··There 
1116 This is a Biblical reference, Mark 3:25, that Abraham Lincoln used on June 16, 1858, 
when giving a speech at the then Illinois State Capitol , having been nominated as the state·s 
United States senator. Paul Saronson, principal , also quoted the Biblical reference in Update, Fall , 
1987 . 
1117 The school does not possess archived material documenting thi s hi storical event. 
1118 Gregg Morris in .. Talented Teens Audition. New HS ... !Vr.:11 York Post, September 10, 
1984. 
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are no doorknobs," said Atmette Verdolino, a 17-year-old drama student. But the 
alumni , many of whom were told as students that they would be the first to 
graduate from the new building, looked beyond all that. "It's very exciting, 
because it encompasses the whole spectrum of the arts," said one alumna, Barbara 
Rosezap. "Dancers aren't separated from musicians. This way, people will be able 
to support each other in like atis. " . .. 
Several guest speakers, including the principal , alluded to the length of time it had taken 
to complete the building, and June LeBell promised the theater would be completed "in 
less than 25 years." III'! News day, published a picture of Gabriel Kosakoff, chairperson of 
the music depatiment, conducting the orchestra that included alumni, parents of current 
students, students that perfonned at the HSMA ' s semi-annual conceti in June 1984, and 
freshmen that achieved high scores on entrance auditions. 
Figure 17. Mayor Edward I Koch, Ribbon Cutting Ceremony 
(Courtesy of Antonia Russo, Class of 1988) 
111
'J William R. Greer, " Music and Art Merge in High School--Finally: · Ne tt · York Times, 
Sept ember 1 0. 1984. 
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The renowned graphic designer, Milton Glaser, 1 120 designed a banner and poster 
for the Alumni and Friends Association (A&F) as gifts, which were originally displayed 
at the Cornerstone Ceremony in October 1982. The banner was displayed again at the 
Ribbon-Cutting Ceremony. (See Figure 18.) After the ceremony the banner moved into 
the lobby of the school where it remains. Linda Babbitt described that banner and could 
not contain her excitement for the new school: 
[The banner] flew bellying out in an early autumn breeze when I first saw it, 
bright yellow-gold, red flower embellishing a jaunty black, wide-brimmed hat 
which floated above decorative lettering: FIORELLO H. LAGUARDIA HIGH 
SCHOOL, spatter-dashed, multi-colored. What a sight! Oh! What a thrill! A 
proclamation! Look at us, it said. Music & Art and Perfom1ing A1is together. We 
are LaGuardia High School. That glorious Milton Glaser banner spelled it out for 
the entire world to see. 11 2 1 
Gabriel Kosakoff and the orchestra appear below the banner. 
Figure 18. Milton Glazer 's Banner 
(Used with Milton Glazer ' s pennission. Photograph courtesy of Antonia 
Russo, Class of 1988) 
1120 Milton Glazer graduated fi-om the HSMA in 1946. 
l l:'l Linda Babbitt , Editor, LaGuardia Update, Fall 1983. Court esy of Hanna Dubin, SPA 
C l<~ ss of 1955. 
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The excitement over the new building was short-lived. Fonner HSMA and SPA 
students complained that the new building lacked character and remained unfinished. 
David Maxwell, who graduated in 1986 explained, "I will never forget my time at the 
HSMA, I had a ball. I was looking forward to moving [to the new school] because we 
had been told of the grandiose facilities but when we got there nothing was finished. " 1122 
Mwalin Peters remembered his last year at the HSMA as a sophomore and the hype 
conceming the relocation. Letters were sent home to parents and newspapers announced 
the immanent move. "Once I was there I remember thinking, we ' re in this new building 
where nothing works. All the stuff they'd been hyping the year before wasn ' t there, like a 
cheesy resort. You were promised great stuff but when you got there, there was 
nothing." 11 23 The auditorium and theater were not built, several of the bathrooms were 
missing toilet seats and running water, and toilets were un-flushable so "the stench was 
bad." 1124 "When I used the sink my shoes got soaking wet. They were not attached to 
any pipes," 1 125 remembered Marvin Ill man, one of the school ' s English teachers . Life-
support systems were not reliable, and the ventilation and air-conditioning units did not 
function properly. Fire exit signs were not properly displayed and operational while the 
escalator from the 5th through the 81h floors was unfinished, which forced students to walk 
from the basement to the 8th floor making them tardy for classes. The basement sprinkler 
system leaked, there were no showers installed for the dance and drama students, and the 
l i ce David Maxwell interview with Peri s Alban, July 9, 20 10. Manhattan, NY. 
l lc.1 Mwalin Peters phone interview with Peris Alban, July 25 , 20 I 0. Pete rs graduated in 
1986. 
l l :> ct M s. Luz Rivas interview with me, 5 February 2010. Long ls l<md, NY. 
1 1 ' ~ Marvin lllman, Engli sh interview with Peris Alban, September 2, 20 I 0 . W oodmere, 
NY 
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science labs were closed because of a problem with the natural gas line. In addition to 
construction concerns, materials and equipment were stolen. 
The relationship between fom1er students of both schools who relocated were 
"rough the first year." 11 26 Mwalin Peters remembered : 
The social dynamics were tense. We had grown attached to the physical spaces of 
the old schools. Castle on the Hill and SPA had character and they were both very 
old buildings. Now you were occupying a building that didn ' t have the same 
cosmetic and spititual ghosts that we were used to, and there were people who 
had pre-conceived notions of what M&A and SPA students were like. M&A were 
the up-towners who didn ' t take their music and art seriously while the SPA 
students were a bunch of down-town weirdoes who were preparing for careers in 
the arts. 1127 
The new school location proved difficult for entering LaGuardia Arts HS students 
who had not attended the HSMA or SPA. Cory Mays, 11 n recalled , "Students from the 
old schools always referred to the schools and always told the newcomers, ' You never 
experienced the old schools,' so that was a chip on their shoulders. They had an air about 
them ." 11 29 Ali Babu Che Johnson and Antonia Russo, who also entered as freshmen in 
1984, recalled that their friends and alumni "maintained the original names of the 
schools . There will always be this dichotomy for students of the 1980s." 11 30 Johnson and 
Russo also attributed this dichotomy to teachers' unwillingness to accept students from 
the other school. "Some conflicts were caused by the faculty . They were insecure. About 
60% of the faculty came from HSMA, and the rest from SPA so it was difficult for them 
1126 Mwalin Peters phone interview with Peri s Alban, Jul y 25 , 20 I 0. 
1127 Ibid. 
1128 Cory Mays' stage name in DJ Spin Easy and is an internati onally recogni zed 
performer. 
1 1 2 '~ Cory Mays phone interview with Peri s Alban, A ugust 13,20 10 . 
111
u Ali Babu Che Johnson and Antonia Ru sso j o int interview w ith Peri s Alban , August 8, 
2010. Manhattan, NY. 
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to interact." 1131 Despite the problems, Paula Washington acknowledged, "We were 
thrilled to be here none the less ." 1132 
Soon after the school opened the newly-fonned Parents Association became 
involved with construction issues and formed a Parents Association Building Committee, 
chaired by Stanley R. Epstein. The BOE refused to listen to their concems until the 
Parents Association threatened the board with a lawsuit in October 1985. Attomeys 
Rebell and Krieger represented the parents and hand-delivered the parents ' threat of a 
lawsuit to Nathan Quinones on October 29, 1985. Trevor, a fonner music teacher admits, 
"To this day [201 OJ there are still things that are not fixed at the school. No ventilation 
for the kilns, there is a honible smell of dirt when you go on the escalator from the 
Amsterdam A venue side [of the school] to the intennediate floor, and there are leaks in 
the men's bathroom on the ground floor. " 1133 In 2009 the BOE initiated a major 
construction project at the school to replace the roof and install new windows to replace 
the original malfunctioning ones. 
The Parents Association Building Committee members voiced their discontent in 
an October 1984 letter to Nicholas E. Borg, executive director of the Division of School 
Buildings. The parents were concemed for their children 's safety amidst the continuing 
construction and demanded a response from Borg as to when "the building [would] be 
completed so that our children [could] continue their education in a safe environment 
113 1 Ali Babu Che Johnson and Antonia Russo j o int interview with Peri s Alban, August 8 , 
20 10 . Manhattan. NY. 
11
·' :2 Paula Washington, "'Teacher Reco ll ections:· Yearbook Class o/2005. Courtesy of 
A& F. 
111
·' Gerald Trevor interv iew with Peri s Alban. Apri l 10. 20 I 0. New Rochell e, NY 
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unhampered by the presence and noise of on-going construction." 1 134 The parents also 
requested that a representative from the Parents Association be allowed to act as a liaison 
between the parents and the contractors at their weekly meetings. Borg agreed to this 
request. 
As the first semester drew to a close and a new year loomed on the horizon, 
school personnel and city agencies hoped for a quieter and more productive second half 
to the school year. School personnel wanted the auditorium and theater completed and all 
health concems linked to the ventilation system resolved. However, 1985 proved to be 
unproductive, and the BOE found itself embroiled in controversies over the unfinished 
work at the school. 
Faculty members anonymously submitted infonnation concerning unsafe and 
unhealthy working conditions at the school to the city's Bureau of Management Audit 
during the better part of 1985. 1 135 As a result of these anonymous reports Atihur N. 
Gordon, Director of Audits, conducted a school survey in May 1985. Gordon's initial 
survey confinned the "numerous problems with the ventilation and shoddy 
construction," 1 136 and revealed several problems with the music rooms as well. The vocal 
music room, located on the 4th floor, had windows that could not be opened and the room 
was not soundproof. The music studios in the basement, designated for recording and 
practice; could not be used as planned because they were not soundproofed. 
1
1.1
4 Richard A. M . Beaumont to Nicholas Borg, October I 0, 1984. Municipal Archives, 
Manhattan, NY. 
11
'
5 Thi s was a regular practice of faculty members during this period to draw attention to 
the school· s unsafe environment. 
11
'
1
' Arthur N. Gordon to Nathan Quinones, October 24 , 1985. Municipal Archives, 
Manhattan. NY. 
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Consequently, the recording studios were rarely utilized and "the orchestra instructor 
mentioned that when two classes were scheduled together the sounds encroached, which 
made heating difficult. " 11 37 When Gordon and his surveyors re-examined the building in 
October 1985, they found "that little, if any, progress had been made," 11 38 and Gordon 
admonished the BOE. 
In the meantime, Mayor Edward I. Koch announced his intention to conduct a full 
investigation into the construction travesty on September 17, 1985. The investigation 
resulted in the re-organization of several city agencies . The Division of School Buildings 
procedures as they related to "design review, bidding, contract management and 
construction supervision procedures," 11 39 were also closely scrutinized. The mayor' s 
investigation uncovered a multitude of errors made by several key personnel who were 
involved with what became known as the "LaGuardia Project." The mayor ' s un-official 
results also confi1med what parents and faculty members had speculated for a long time--
namely suspicion of cotTuption by the general contractor, Mars Nonnel , (who had 
replaced the bankrupted John T. Brady). 
Koch ' s Office of Construction, directed by Robeti P. Lemieux, released its 
official report on the "LaGuardia Project" in February 1986. The investigators stated: 
The construction ofLaGuardia High School is an extreme and somewhat unique 
example of a public construction project gone astray. There are a number of 
obvious factors which impacted upon the project and were contributory to its 
1
1.
17 Arthur N . Gordon to Nathan Quinones, October 24, 1985 . Municipal Archi ves, 
Manhattan, NY. 
1118 Ibid . 
11
"! Edward I. Koch to Nathan Quinones, September 26, 1985. Municipal Archi ves, 
Manhattan . NY. 
problems, including the difficulty of constructing under the Wicks Law, 1140 
unwieldy and time-consuming procedures at the Board of Education and a 
number of poor management decisions made during the life of the project. The 
total impact of these factors wasgreatly increased by the fact that each of them 
. . db h h 1141 was m turn tmpacte y t e ot ers. 
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The report also included a detailed summary of the costs that had been involved with the 
school project since its inception. Table 72 identifies the estimated cost of the school 
from 1959 to 1986. Of the 1986 amount, $16 million dollars was "for the settlement of 
contractor claims associated with the project. The decision to pay the settlements was a 
business judgment, and did not involve a legal admission by the Board of responsibility 
.c: h d 1 " 1142 10r t e e ays . 
Table 72 
Estimated Construction Costs for the School Between 1959 and 1986 
Year 
1959 
1973 
1979 
1986 
Estimated Cost 
$7 million dollars 
$27.8 million dollars 
$37.7 million dollars 
$85 million dollars. 
In April 1986, the BOE resolved to request assistance from the New York City 
1140 Wicks Law was named after Senator Arthur Wicks. who expanded the original 19 j 2 
Law that promoted competition and protected workers' rights. The Law stipulated that any 
construction project in New York City costing more than $3 million dollars had to use separate 
contractors for plumbing, heating/ventilation/ air conditioning, and electrical work. 
1141 Robert Lemieux to Steven Schwager, February 13 . 1985. Muni cipal Archives , 
Manhattan, NY. 
11
.r: Ibid. 
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Department of General Services (DGS) to complete certain work at the school. State 
Education Law prohibited the city from requesting general school construction assistance 
from the DGS unless there were mitigating circumstances. On April 16, 1986, the BOE 
adopted a resolution to request that the Board of Estimates approve its special case 
request so that the school could finally be completed. 1143 Both the mayor and schools 
chancellor supported the BOE ' s decision. The DGS was allowed to work on the 
auditmium, theatre, and provided additional soundproofing for some music rooms. The 
DGS also tried to conect the ventilation system. 1144 Its work continued through 1987. 
B. 11 45 d d s s h 11 46 . 'd s b Bronson mger, recommen e to teven c wager m m1 - eptem er 
(1987), that a qualified person be hired to operate the nearly completed theater and 
auditorium. Expected completion of the concert hall was targeted for the end of 
December, and the theater a couple of months later in 1988. At the time, the school did 
not have a qualifi ed staff member who could conectly and successfully run the state of 
the art facilities. In response to this request, "The High School Division allocated funds to 
the principal for the hiring of appropriate staff " 11 47 In mid-October, Saronson, then 
p1incipal of the school , hired Ron Mcintyre, a theater technician, to oversee the running 
of the school's theater and conce1i hall. Mcintyre remains at the school. Subsequent 
publications of the Alumni and Friends Newsletter proved that neither the theater nor the 
114
·' John N o lan to Theodore H. Meekins, April 17, 1986. Municipal Archives , Manhattan, 
NY. 
11 44 Minut es of the Board of Educati on, A pril 16, 1986. Munic ipal Archives, Manhattan , 
NY. 
1 1 ~ 5 Bronso n Binger was Ass istant Commi ss ioner of the Department of General Serv ices 
(DGS). 
1 1 ~ 6 Steven Schwager was Chi ef Schoo l Business Executive. 
1 w Steven Sh wager to Bronson Binger, October 8, 1987 . Munic ipal Archi ves , 
Manhatt an. NY 
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concert hall was completed as projected in September 1987. The completion date for both 
spaces was pushed to "late spring of 1988." 1148 
The school's concert hall finally opened on December 9, 1988. The inaugural 
concert included select concertos by Bach, Mozart, Mendelssohn, and Tchaikovsky 
performed by members of the LaGuardia Symphony Orchestra and school soloists. The 
orchestra opened the concert with a performance of Mendelssohn 's Ruy Bias Overture. 
Paula Washington, Gerald Trevor, Eugene Fader, and Gabriel Kosakoff, themselves 
graduates of the HSMA conducted the orchestra. The Alumni & Friends Association 
sponsored a reception prior to the concert, and Paul Saronson, principal , introduced 
Zubin Mehta, then conductor of the New York Philharmonic Orchestra, to the guests and 
musicians. Mehta welcomed the school " to the neighborhood," 1149 and in becoming pmi 
of the Lincoln Center family. He congratulated the soloists and musicians at the 
conclusion of the conce1i and hoped to be invited back to conduct the orchestra since the 
concert hall had wonderful acoustics. Bemard Holland, music critic of the New York 
Times, was also in attendance, and described the sound in the hall as being "both wann 
d 1. , I 150 an a 1ve. 
One ofthe concert hall's striking features is the lack of a center isle in audience 
seating, rather there are only two side isles. Johnson and Russo commented, "The concert 
' '~ x LaGuardia Update, Fall 1987. Courtesy of I-Ianna Dubin, SPA Class of 1955. 
'' ~ ') Zubin M ehta in "LaGuardia High School" s Concert Hall Opens,·· LaGuardia Update, 
Spring 1989. Courtesy of Hanna Dubin , SPA Class of 1955 . 
11511 Bernard Holland in ' 'LaGuardia High School" s Conce11 I Ja il Opens, .. LaCuurdia 
Uedo! r>. S prin~ 1989. Court esy of Hanna Dubin, SPA C lass of 1955. 
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hall design without that center isle seems really strange." 11 51 Graduates from the school's 
early years never had the opportunity to perform in the concert hall. Maxwell recalled, "I 
only saw the completed concert hall when I attended my reunion." 11 52 Peters 
remembered, "The first time I sat in the concert hall is when I returned for my 5th year 
reunion in 1991. When I attended school the conceti hall was only a big black hole in the 
middle of the school." 11 53 
The new LaGuardia Arts HS building did not have the same appeal for students as 
the Castle on the Hill and the building on West 46th Street. Trevor admits, "There' s a 
cold-ness to the building. I went from a rustic appealing building (SPA) to a sterile, glass, 
concrete building that wasn ' t even finished. " 11 54 Mays recalled , "The building looked like 
an office building from the outside but not from the inside. It didn ' t have a wann feelin g 
to it with the halogen lights and blue and orange paint. Everything was state-of- the-ati 
but the decor was less than desirable." 11 55 For Washington, who had graduated from the 
HSMA and returned to teach there in 1981 before relocating to the new building stated 
that she was happy about the merger "but not of leaving the Castle. I call the new 
building a 'high-rise crematorium ."' 11 56 Washington now spends her days in the 
basement of the new school , which she does not necessarily appreciate: 
The architects put the music and drama depatiments in the basement for easy 
access to the stage. But I feel like a mole because there are no windows. 1 ' m 
1151 Ali Babu C he Johnson and Antonia Russo interview with Peri s Alban, A ugust 8, 
2010. M anhattan, NY . 
115c David M axwell interview with Peri s Alban , Jul y 9 , 2010. Manhattan, NY. 
I I.'' Mwa lin Peters phone intervi ew with Peri s Alban, August 25 , 2010 . 
1 15 ~ Gerald Trevor interv iew with Peri s Alban, April 10, 2010. New Roche ll e , N Y. 
1155 Cory Mays phone interview with Peri s Alban, August I 3, 20 I 0. 
11
" (' Paul a Washington int ervievv w ith Peri s Alban, May 6, 20 I 0. Manhattan. NY. 
going to be six feet under for a long time, so I don't need a head start. Lunch 
room has no windows either so I can go the entire day without sunlight. 1157 
Administration and Faculty Members 
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When both schools relocated to Lincoln Center in September 1984, Richard Klein 
continued as principal. Maxwell remembered , "I used to see Klein all the time walking 
the hallways during my first two years at the HSMA, but the last two years after the move 
we hardly saw him. We understood that he was probably trying to get the school ' s name 
out and resolve the building issues." 115 8 Trevor had a different perspective. As the UFT 
representative, he often had an adversarial relationship with Klein, who was under 
tremendous pressure to relocate to Lincoln Center. Trevor believes, "Klein should have 
suppOiied the UFT and the Parents Association when they tried to right the building but 
he didn't ." 11 59 Trevor speculated that if someone would have been hurt or suffered 
serious health problems, "The BOE would never have accepted responsibility. They 
would have blamed the principal. So there was lots of heartache there." 11 60 
Several alumni and fanner faculty believed that the construction debacle took its 
toll on Klein. Therefore, when representatives from the new Miami School of the A1is 
offered Klein a Provost position in 1987, he accepted. Klein resigned from LaGuardia 
Aiis HS 11 6 1 effective the end of January 1987, though he remained an advisory member 
11 57 Paula Washington interview with Peri s Alban, May 6 , 20 I 0. Manhattan, NY. 
11 5g David Maxwell interview with Peris Alban, July 9, 20 I 0. Manhattan, NY. 
11 59 Gerald Trevor interview with Peris Alban, April 10, 2010. New Rochelle, NY. 
11 60 Ibid. 
116 1 For the remainder of thi s study ' ' Fiore llo H. LaGuardi<1l-li g h Sc hool of Mus ic <1nd Art 
and Perfo rming Art s'" will be recognized as " L<l G u<lrcli<l Art s lis.·· Thi s scmi-fo rm<li titl e was 
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of the Alumni and Friends Association board until 2009. In his farewell letter Klein 
stated how proud he was of the merged school, and hoped it would continue providing 
students with an excell ent arts education begun in 1936, with the establishment of the 
HSMA, and later with the establishment of SPA in 1948. Klein was also pleased that the 
city' s current mayor 11 62 continued to request students to perform at various city functions 
in keeping with a tradition established by Mayor LaGuardia. In closing, Klein hoped that 
the soon-completed facility and its expanded curriculum could maintain the school ' s 
reputation of being a leader in arts education both nationally and internationally. 
The A&F Association wished Klein continued success in Miami, and announced 
that he would be '·welcomed to Miami by a reception sponsored by the A&F 's active 
Florida chapter. .. " 11 63 Klein 's successor, Paul Saronson, began working at LaGuardia in 
March 1987. His appointment to the school was announced in the A&F's newsletter. 
Brief Biographical Background 
Paul Saronson grew up in New York, and attended Sheepshead Bay High School 
in Brooklyn. After graduation he attended Amherst College, Massachusetts, majored in 
drama, and completed hi s post-graduate work in theater at the City College ofNew York. 
Shortly thereafter, he graduated from Brooklyn College with a Master of Fine Arts in 
theater and a professional diploma in Education Administration. During hi s tenure as 
LaGuardi a A11s HS· s principal, he earned the Ed. D. in Education from Fordham 
established during Kim Bruno· s early yea rs as principa l in the mid-2000s. 
11 ('c Mayor Edward I. Koc h. 
116
·
1 Editor. LuGuun /ia Updute , Spring 1987. Courtesy of Hanna Dubin , SPA C lass of 
1955. 
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University. His dissertation, Specialized Urban High Schools of the Arts: A Comparative 
Study, was reviewed in this study's first chapter. 
Figure 19. Paul Saronson (1946-) 
(Used with Paul Saronson's pem1ission, courtesy of the A&F 
Association) 
When Saronson was selected for the position he felt fortunate because he could 
"combine his two loves: the theater and education. " 11 64 Prior to working at LaGuardia 
Arts HS, Saronson worked as a speech teacher at Jamaica High School in Queens, and as 
a teacher and counselor at Edward R. Murrow High School in Brooklyn. Jamaica High 
School invited him to serve as assistant principal under Frank Macchiarola, and when 
Macchiarola was appointed schools chancellor, he invited Saronson to join his staff at the 
BOE. When Macchiarola left the BOE, Saronson remained and worked with the 
11 r'~ P3ul S3ronson interview with Peris Alb3n, M3rch 3. 20 II. M3nhattan, NY. 
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Executive Director of High School Divisions, Nathan Quinones. When Quinones 
assumed the schools chancellor position, Saronson then served as his executive assistant 
for three years ptior to accepting the principal-ship at LaGuardia Atis HS. Saronson 
remained at LaGuardia HS until June 2002, when he accepted a teaching position at New 
York University. As of 2011, Saronson works as an adjunct professor in New York 
University' s education depmiment and supervises student teachers in New York City 
public schools. He also works with a Vermont organization called "College for Every 
Student." 1165 
Saronson as Principal 
When Saronson initially interviewed for the A&F 's newsletter, he exuded an air 
of excitement and enthusiasm conceming his appointment as principal "of the best school 
in New York City," 1166 but when he interviewed with me that excitement and enthusiasm 
had been tempered based on his first-hand experience ofleading the school through its 
infancy stages. He also cited several key areas of concem that he believed needed 
immediate attention. Those concems included continued construction issues, students' 
programming so that each individual could have "as rich and as deep a program in both 
arts and academics" 1167 as their schedule would allow, and that LaGuardia Arts HS, now 
1165 Saronson explained the organization's mission as follows: ~ 'The mission of the 
organization is to assist under-served students in urban and rural areas who normally would not 
be thinking of college after they graduate, to get them onto a college track. I'm working with a 
school in Harlem and other parts of NY. " Paul Saronson interview with Peris Alban, March 3, 
2011. Manhattan, NY. 
11
"
6 Paul Saronson in "A&F Welcomes LaGuardia 's New Principal,' . LaGuardia Updare , 
Fall 1987 . Courtesy of Hanna Dubin, SPA Class of 1955 . 
1167 1bicl . 
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under one roof should move forward and forge its own traditions. 
Saronson found no difficulty in re-entering the public school system having 
worked at the BOE for six years. What he found difficult was negotiating LaGuardia 
Arts ' past history: 
It wasn't difficult to go back to high school. What was difficult was LaGuardia's 
history. It was a contentious one. The High School of Music and Art and the 
School of Perfonning Arts had just been joined together and the building was one 
disaster after another. The building wasn ' t finished and enticements and promises 
were made without coming into fruition. There were a series of budget cuts that 
were devastating, and the folks ofPerfom1ing A1is were particularly adamant 
about not coming into the new building when the relocation was announced. 
There were also some faculty who were really less than kind to the point of saying 
to kids, "Music and Art, trash, you can ' t come through this corridor, this is a 
Perfonning Arts corridor." As a principal you can ' t have that. 11 68 
Saronson believed that over the course of time these issues could be resolved but he had 
to encourage and facilitate this: 
Certain things caused huge fights such as the school colors. Music and A1i had 
one set of colors and Perfonning Arts another. So what I decided to do was to 
have the students decide, let them vote on the color combinations. They did, and 
we got new colors for LaGuardia, white and red. 11 69 
In addition to changing the school colors, Saronson also changed the school logo in 1988-
89, depicted in Figure 20. 
1 incorporated all the arts in the logo. There was the drama mask, the paintbrush 
that dripped down into a musical clef, the treble clef, and then there were ballet 
slippers at the bottom. My wife Sharon is a designer, and based on my 
specifications she designed the logo. It was an attempt to get the kids to identify 
not only with their studio but to realize that the five studios were now one 
school.II70 
1168 Paul Saronson interview with Peris Alban. March 3. 20 I 0. Manhattan, NY. 
1169 Ibid. 
117n Ibid. 
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Figure 20. LaGuardia Arts HS Logo 
(Used with Paul and Sharon Saronson ' s permission) 
Saronson, aware of the school title controversy, believed his earliest 
accomplishment was to modify the official title of the school that finally appeased 
personnel from both the HSMA and SPA . While his predecessor Richard Klein had 
attempted a similar feat in 1982, the BOE did not respond to Klein ' s recommendations at 
the time. Klein's suggestion had been to name the school "The High School of Music and 
Art--The School ofPerfonning Atis," which eliminated LaGuardia ' s name. Saronson 
held discussions with the Parents Association and petitioned the BOE to change the 
school's title to, "Fiorello H. LaGuardia High School of Music and A1i and Perfonning 
Arts." As Klein repmied a few years earlier the title was a cumbersome one, but it was 
one in which Saronson felt gave students, faculty, and parents ownership of their school. 
The title went into effect during the latter pati of 1989. A&F announced the official title 
change in the Winter, 1990 edition of its newsletter: 
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Events of great moment have been occmring at our school, which since last year 
has had an official change of name to "The Fiorello H. LaGuardia High School of 
Music and Art and Performing Atis." We are delighted that both our "parent 
schools" are now represented in our new name.1171 
The lengthy title served a purpose in identifying the once two separate institutions. The 
title was modified again in 2004 to quell criticism concerning its length. 
Saronson admitted that there was no such thing as a typical day at the school and 
that he had many pleasant memories despite his challenging first few years. He 
particularly enjoyed walking the halls, sitting during orchestra and dance rehearsals and 
attending school perfonnances. Some faculty members disagreed that Saronson walked 
the hallways regularly but they recognized his abi lities to lead without necessarily being 
visible. Robert Tumer, LaGuardia Arts HS 's dean remembered, "He had such a 
commanding presence, especially his voice, and he was so laid back that the school ran 
properly because he trusted his underlings to do the work, which they did. He wanted to 
know what was going on at the school at all times." 1172 Miriam Helfgott, assistant 
principal of the mathematics depatiment, was a mathematics teacher during Saronson 's 
tenure as principal. Her recollection was: 
I think things ran really well. He knew how to run a school up to the point where 
he was not readily seen, but you sensed his presence. He was very professional, 
he had good leadership skills, gave good direction and had a good sense of what 
1 11 73 the purpose of the schoo was. 
Saronson felt that one of his greatest accomplishments while serving as principal 
was he managed to sustain the school's probrrams during the budget ctises of the late 
1171 Paul Saronson, ' 'Principal's Message,'· in LaGuardia UpDare , Winter 1990. Courtesy 
of H anna Dubin, SPA Class of 1955 . 
117
:: Robert Turner interview with Peri s Alban, May 12 , 2011 . Manhattan, NY. 
117
·' Miriam Helfgott interview with Peri s Alban . June 9 , 2010. Manhattan , NY. 
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1980s and early 1990s, and that he succeeded in implementing a new fommla in 
conjunction with the city' s Department of Education to sustain the school ' s programs . "If 
it hadn ' t been for that we wouldn ' t have been able to maintain the arts program. So that 
was a major, major accomplishment." 11 74 Another accomplishment Saronson is proud of 
was the establishment of the technical theater studio because it gave students who did not 
want to perfonn another avenue to pursue a career in the arts . 
Saronson hopes that LaGuardia Arts HS will continue to educate talented students 
ten, twenty years down the road. He also believes that the school already has a 
tremendous legacy in that its parent school, the HSMA, was the first of its kind in the 
nation that ultimately served as a model for subsequent arts schools. He readily admits 
that the future is unknown for arts education, although he hopes people would realize that 
they can ' t live without the mis . 
Music Facu/(y 
In September 1984, the music faculty from both independent schools relocated to 
Lincoln Center and operated as one depmiment subdivided into two divisions, 
instrumental music and vocal music. Kosakoffwas chairperson of the instrumental music 
depmiment while Edith Del Valle chaired the vocal depmiment. Table 73 identifies music 
staff members for the 1984-85 academic school year. 
1174 Paul Saronso n interview with Peri s Alban , March 3, 2010 . Manhatt<m. NY. 
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Table 73 
LaGuardia Arts HS Music Staff Members, 1984-1985 
Staff Member Position 
Gabriel Kosakoff Chairperson of the Instrumental Music Department 
Sidney Baker 
Lawrence D' Addona 
Justin DiCioccio* 
Eugene Fader 
Charles Heckheimer 
Joseph J offee 
Judith Ochs 
Vivian Orzach 
Jonathan Strasser 
Paula Washington 
Edith Del Valle 
Jean Buchanan 
Lionel Chemoff 
Vanita Ellis 
Anna Ext 
Judy Gray 
Hugh Knight 
Michael Lirtzman 
Gina Rangel 
Gerald Trevor 
Frances Shelton 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Chairperson of the Vocal Department 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Note . *Justin DiCioccio was head of the jazz department. 
The faculty remained stable until the early 1990s, and some made more of an 
impression on students than others both positive and negative. Johnson and Russo 
remembered Del Valle as a ' 'classy, poised, well-respected teacher, wbo, if you 
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misbehaved did admonish you . She gave you boundaries, and as teenagers we needed 
boundaries. She always had a twinkle in her eyes and cared for students who gave her a 
hard time." 11 75 Del Valle taught gospel chorus, opera workshop, voice class, theory, and 
music history during her tenure as chairperson of the vocal department. Vanita Ellis also 
left an indelible impression on Johnson while Anna Ext was "mean for the sake of being 
"
11 76 J I fu 1 1 . d "s· . . 1 1 M d . 1 mean. o mson ti 1er exp ame , mgmg wtt 1 t 1e a nga group was one of the 
greatest ways to work and strengthen your sight-singing but Anna Ext was the wrong 
d. . , 11 77 person to trect 1 t. 
Mwalin Peters experienced racial discrimination fi·om cetiain music teachers that 
ultimately landed him in Kosakoffs office because he "openly challenged the somewhat 
. . f . f 1 " 11 78 H b d F d k. ractst pomt o vtew o some teac 1ers. e remem ere a erma mg a comment 
during orchestra rehearsal one day conceming the concept of "white flight" and the 
caliber of students the school currently accepted . Peters challenged him : 
Fader commented that the caliber of students who once got into the school now 
lived in the suburbs . Being well aware of the ' 'white flight" and its concept, I 
could read between the lines so I challenged him. " What you ' re really saying is 
that it ' s only the white Jewish kids who have the caliber." 11 79 
Lirtzman was another teacher who made racial remarks in class. Peters remembered 
sitting in his music history class and challenging Lirtzman ' s theory that the Beatles were 
the innovators of the concept ofl ead guitarist, rhythm guitarist, and bass player in 
11 7
:' Ali Babu Che Johnson and Antonia Russo joint interview with Peri s Alban, August 8, 
2010. Manhattan, NY. 
1176 Ali Babu Che Johnson interview with Pe1is Alban , August 8, 2010 . Manhatta n, NY. 
1177 Ibid. 
1
m Mwalin Peters phone inte rview w ith Peri s Alban. August 25, 2010. 
117
'' Ibid . 
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contemporary music: 
I challenged him and said that Muddy Waters and Howlin ' Wolfhad been doing 
this back in the '40s. Lirtzman replied, "Well OK, but how would the Beatles 
have known that back in England?" I said, "They were listening to these blues 
artists' records." So he told me, "That ' s stupid," and walked away. 11 80 
These racial remarks were not overt but there were all kinds of "little ignorant comments 
made here and there," 11 81 said Peters to the point that "African-American students were 
treated as an oddity because of their superior talent in classical music." 1182 These 
experiences aided Peters when he became a college professor. "I realized that as a teacher 
d 0 '1 k h ' Id ' . , JJ HJ I on · t necessan y now everyt mg, so on t get upset. · 
Armando Vasquez remembered Kosakoff giving all the recently admitted students 
a very "cut and dry speech during orientation." 1184 He really prepared us for the school. 
" It was up to each individual to work hard but that the school would give us the tools . 
Kosakotf made sure we knew we had to pull our weight." 1 1 xs Vasquez was not allowed to 
play in the school ' s senior orchestra his freshman year, but auditioned for a seat during 
sophomore year. Strasser, senior orchestra conductor, not only allowed Vasquez to 
participate in senior orchestra, he made him principal of the clarinet section. 
Additionally, Vasquez became principal clarinetist in senior band as well. Vasquez paid 
tribute to Strasser for planting the seeds for later professional work: 
Strasser would tolerate no talking during rehearsals and the orchestra sounded just 
like he wanted it to . He ran it regimented which prepared me for professional 
11
'
11 Mwalin Peters phone intervi ew with Peris Alban, August 25 , 2010 . 
l lol Ibid . 
I I X:' Ibid . 
11
'' Ibid . 
1 1 '~ Armando Vasqu ez interv ievv with Peri s A lban, .Jul y 16,2010 . Manhattan, NY. 
I I,, Ibid 
playing gigs . Some students did have a difficult time sitting still for the 
rehearsal ' s length just because they weren ' t used to that type ofrehearsa1. 11 86 
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Vasquez enjoyed Lionel Chemoffs theory classes as well. Chernoff, himself a composer 
and theorist allowed students to perfonn works in class and "we discussed them from the 
structure point of view rather than fi·om a perfonnance perspective." 11 87 
During the early 1990s music department personnel and responsibilities began to 
change commencing with Kosakoffs retirement in spring 1991. At the time, none of the 
remaining staff members had an assistant principal license. Saronson then appointed a 
staff member as instrumental music coordinator while Del Valle served as the 
depmiment' s overall chairperson. Trevor succeeded Kosak off and became the 
instrumental music department's next coordinator. Trevor remained in this position until 
1996, and was succeeded by Lucinda Santiago. Trevor continued teaching in the 
instrumental music department until his retirement in 2002 . 
In spring 1992, Del Valle retired much to the surprise of both her faculty 
members and students. Washington remembered her announcement. "Del Valle 
announced her retirement during a dinner in Central Park. We were all shocked because 
no-one knew and everybody was crying." 11 88 Litizman succeeded Del Valle as vocal 
music coordinator in September 1992, remaining in this position until he retired in 1997. 
Table 74 identifies the school ' s music depmiment staff members for the 1992- 1993 
academic year. 
118(' Armando Vasquez interview with Peris Alban, .July 16, 2010 . Manhattan, NY . 
1m Ibid. 
1 1 ~s Paul a Washington int erview with Peri s Alban , May 6, 2010. Manhattan . NY. 
Table 74 
LaGuardia Aris HS Music StaffMembers, 1992-1993 
Staff Member 
Gerald Trevor 
Justin DiCioccio 
Eugene Fader 
J oseff Joffe 
Judith Ochs 
Lucinda Santiago 
Jonathan Strasser 
Paula Washington 
Michael Lirtzman 
Vanita Ellis 
Anna Ext 
Elysa Goodwin 
Judy Gray 
Roy Jennings 
Peter Ludwig 
Gina Rangel 
Ramon Reeberg 
Position 
Instrumental Music Coordinator 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Vocal Music Coordinator 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
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Following Lirizman ' s retirement in 1997, Saronson appointed Bernice Fleischer 
as the department's assistant ptincipal. This surprised several of the music staff since the 
department had always had two chairpersons, one for instrumental music and the other 
for vocal music. Fleischer's area of expertise was piano and voice. Trevor maintained 
that , "Saronson in his infinite wisdom to save money combined the instrumental and 
vocal departments. '-11 89 Trevor further explained the difference between a li censed person 
and a coordinator: 
11x9 Gera ld Trevor interview with Peri s Alban. Apr il 10. 20 I 0. New Rochell e. NY. 
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You needed a licensed person to over-view the depmiment but you didn ' t need a 
licensed person to run it. Edith [Del Valle] met with me to decide things, but she 
never told me how to run the instrumental department and vice-versa. But because 
she was licensed she could sign off on year-end observations etc. We held joint 
music faculty meetings but each ran their depmiments independently. When 
Fleisher joined the staff Saronson allowed her to run both departments. 11 90 
Table 75 identifies the school ' s music staff members for the 1997-1998 academic year. 
Table 75 
LaGuardia A1is HS Music Staff Members, 1997- 1998 
Staff Member 
Bemice Fleischer 
Lucinda Santiago 
Gary Fogel 
Alan Goldberg 
James Minnena 
Judith Ochs 
Robe1i Stewart* 
Ronald Smith 
Richard Titone 
Gerald Trevor 
Paula Washington 
Robert Apostle 
Anna Ext 
Eli se Goodwin 
Peter Ludwig 
Karen Maynard 
Gina Rangel 
Ramon Reeberg 
Janet Soffer 
Position 
Assistant Principal of the Music Department 
Instrumental music coordinator 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Note . Robert Stewart replaced Justin DiCioccio and remained the school's sole jazz 
teacher. 
11
'
10 Gerald Trevor interview with Petis Alban. Apri llO, 2010. New Rochelle, NY. 
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Fleischer continues to serve as assistant principal of the music department, and 
Santiago remains the instrumental music coordinator. During her tenure as assistant 
principal Fleischer tried to modify the over-all music curriculum by aligning both 
depmiments to teach music dating back to only the Baroque Era. Fleischer also attempted 
to shift the vocal department's focus from religious-based music to non-secular music. 
Judging from concert programs this shift has not come to fruition. 
Th e School 's Dual Mission: An Arts and Academic Education 
When both schools relocated to Lincoln Center students and parents of the 
independent schools feared a negative impact upon the school ' s mission. HSMA 
personnel feared that the academics would abandon rigor while SPA personnel feared 
that the vocational arts training would be diminished. These fears were not without merit. 
Funding for the independent schools was provided from different sources as well. The 
HSMA ' s funding had been provided through the BOE ' s regular high school division 
while SPA's funding was regulated through the BOE's vocational division . Fmihennore, 
both schools operated their day differently. SPA 's program consisted of four block 
classes in the students' chosen studios and four block classes of academics. HSMA ' s 
schedule interwove the academics and studio classes while large ensembles such as the 
orchestras, band, jazz bands, and choral ensembles typically rehearsed for a double 
period. When the two schools were amalgamated SPA's block scheduling in the music 
department was absorbed and configured to follow the HSMA ·s program. Funding for 
both the academics and studio programs were now provided through the High School 
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Division ' s regular budget. Relocated seniors did keep their schools ' respective music 
programs but after the first year it "became difficult to maintain the two tracks. When 
other changes came about it futiher impacted the perfonning atis classes." 1191 Kosakoff 
realized too late that doing away with the block scheduling had been detrimental to the 
music department. 
The school's mission was futiher put in jeopardy when in the late 1980s the New 
York State Education Department mandated a newly instituted Regents Action Plan 
(RAP) that required students to take additional courses in the core 11 92 academic subjects . 
However, because of the school ' s atis department and requirements, students did not 
have adequate time to enroll in science and math electives, AP, and honors classes. The 
RAP forced students to choose between completing their required music courses 11 91 and 
specified academics to eam their high school diploma with a cetiificate in music, or 
sacrifice some required music courses to accommodate chemistry, physics, math 11 or 
12, foreign language, and AP courses. Richard Klein wrote a letter to Manhattan's High 
School Superintendent, Robeti Mastruzzi , requesting that those students who desired to 
study challenging courses be allowed to do so but not at the expense of their dance, 
drama, music or art course. Upset parents began sending letters to Quinones as well 
begging him to intervene as students should not be forced to complete advanced 
academic courses at the expense of their atis classes. The only response parents received 
from Mastruzzi was , ·' ] strongly agree with you that students should be given every 
119 1 Gerald T revor interview with Peri s Alban, April 10, 2010 . N ew Rochell e, NY . 
11
') 2 Engli sh , Math , Social Studies, Science and Foreign Language . 
11
'n Or courses in drama. dance. and art. 
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opportunity to prepare for college as well as develop their talents without sacrificing one 
or the other." 1 194 
The situation became dire during the 1987-1988 school year. Saronson 
maintained that while he and his staff did everything within their power to meet state 
mandates it was impossible given their financial resources to meet the academic 
requirements "presctibed by the Regents Action Plan and maintain [the] arts block of 
three-four periods per day per term." 11 95 Therefore, when Saronson leamed that James 
Canfield ' s division of the Manhattan High Schools Office had recently agreed to provide 
additional funds for schools vis-a-vis their vocational status if those schools could prove 
their programs were quality programs, Saronson petitioned that LaGuardia A1is HS be 
the recipient of such fund s. 
The Parents Association also pressured the BOE's Division of High Schools 
arguing that if the division provided funds for an eight-period instructional day, divided 
into four periods of acadernics and four periods of studio work , then the students should 
not be forced to choose one over the other. Stephen Phillips, Acting Director of the 
Manhattan Division of High Schools, informed parents that if the school were granted 
additional funding, his division would be forced to reduce funding to other high schools. 
This infonnation infuriated the Parents Association and Charles Rosen wrote a stem fi ve 
page letter to Richard Green, Schools Chancellor, expressing hi s and the Parents 
Association ' s dismay that no-one at the BOE saw fit to rectify the school' s programming 
1194 Robert Mastruzz i to Mmj ori e Solovay, Augu st 20, 1986. Muni c ipal Archi ves, 
Manhattan, NY . 
1195 Paul Saronso n to James Canfie ld , March 23 , 1988 . Muni c ip<1 l A rchi ves. Manhattan, 
NY. 
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dilemma. 
The High School Division infotmed LaGuardia Arts High School students that 
they had to attend summer school or evening classes to meet the new Regents academic 
requirements if they were unwilling to sacrifice their vocational and professional training. 
Rosen, on behalf of the Parents Association, reminded Green that "even the State 
legislature recognized the specialized New York City schools, including LaGuardia, in 
their Hecht-Calandra Law," 11 96 that mandated the arts curriculum. The two independent 
schools had benefited fi·om a 1 0-period day "to maximize academic and studio 
preparation," 11 97 until the mid-1970s, but when New York City went nearly bankrupt the 
1 0-period day programming was di sbanded. "The attempt to restore a 9-period 11 98 day 
only gives the students ability to graduate on time without loss of artistic training. It ' s not 
public funding for frivolous extracutTicular activity." 11 99 
A year later [1989] Saronson and the Parents Association were still battling with 
the Division of High Schools to reinstate the 9-period day . Their argument now included 
the reality that colleges and universities had recently demanded more than "the minimum 
of 3 years of mathematics, 3 of science, 2 of a foreign language, as well as 4 each of 
social studies, and English," 1200 from prospective applicants. Parents argued that 
additional academic courses should not be considered enrichment courses. Rather, 
c" 
academics should be viewed as' preparation for a bright future that included the 
1196 C ha rles Rosen to Ri chard Green, June 6, 1988. Municipal A rchives, Manhattan, NY. 
I I'J7 Ibid . 
1 1 9 ~ 9-periocl cl ays reflec ted 8 periods of instructio n and one period fo r lunch that is 
mandatory in a ll New Yo rk C ity publi c schools. 
1199 C harles Rosen to Ri chard Green . .June 6, 1988. Municipal Arc hi ves, Manhattan. NY. 
l ::>oo Marc ia Ha nna to V ictor Herbert. June 18. 1989. Munic ipal Archi ves. Manhattan. NY. 
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opportunity for students to apply to the best colleges/universities of their choice. 
Saronson submitted a proposal to Patricia Black 1201 that clearly delineating the 
rationale as to why an eight-period instructional day was so important to the school. 
Saronson argued that while the state had increased its academic requirements and 
standards, higher education institutions had also raised the bar on college admissions 
requirements. Saronson believed it "ironic that the school [could only] offer its upper 
tenners 7 instructional petiods, and in some areas, only 3 academic subjects." 1202 
Saronson offered four additional reasons for the eight-period instructional day. 
First, in order to graduate with an mis diploma each student had to complete between two 
and four periods per day of studio instruction. The instrumental music department had 
already cmiailed its courses from three periods to two which , according to Saronson, was 
a "diminution of our school's mandate as it was established at both the High School of 
Music and A1i and the School ofPerfonning Arts ." 1203 Secondly, the revised Regents 
Action Plan forced the school to choose between providing an academic education in lieu 
of an mis education if a student desired to graduate with a Regents endorsed diploma. 
The school was unable to meet this mandate because of the lack of daily instructional 
periods. Thirdly, LaGuardia students truly embodied the notion of educating the whole 
child , and demanded that they be given both a rigorous arts and academic education. 
"The expansive interest of our typical student motivates that student to experiment in 
1211 1 Patricia Black was Supe1intendent of the Manhattan High Schools. 
1 ~ 11 :' Paul Saronson to Patricia Black, May 18, 1989, Municipal Archi ves, Manhattan, NY. 
l :'<l.' Ibid . 
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academic and non-academic pursuits that enhance that ati." 1204 Finally, parents both 
expected and demanded that their children be educated in the arts but "not at the expense 
of a fine academic preparation." 1205 Saronson concluded his proposal with the following 
fact, " It must be noted that this year, [ 1989] students with outstanding high school 
averages and high SAT's have not been accepted to certain colleges because they have 
fewer than four years of math, science, and foreign language. This is a disastrous trend 
for our school." 1206 
Not willing to have students suffer the consequences of inadequate preparation for 
college admissions requirements and failing to attain a Regents endorsed diploma, the 
school began offering additional instruction to students in courses that were absolutely 
necessary for graduation. Since the school received no funding to run these courses, the 
classes were overloaded, and other courses such as AP English, Westinghouse Math, and 
Piano Lab were discontinued. This, according to Saronson, "exacerbated tensions among 
staff, parents , and students." 1207 Both Washington and Trevor felt that Saronson had 
"succumbed to pressure from parents to institute additional academic classes for students 
who weren ' t accepted at Stuyvesant or Bronx Science," 1208 but had been accepted at 
LaGuardia Arts HS. Trevor realized when he became coordinator of the instrumental 
music depat1ment that "Saronson whittled away at the at1s, especially music. I fought 
constantly with Saronson because he cut the woodwind, brass, and chamber classes 
1204 Paul Saronson to Patricia Black, May I 8, 1989, Municipal Archives, Manhattan, NY. 
1205 Ibid. 
12116 Ibid . 
12117 Ibid. 
1211
x Ge rald Trevor interview with Peri s Alban . April 10. 2010. New Roche lle. NY. 
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because the classes were small. Saronson scheduled mandated science labs at the same 
time quite often, so we were missing 20% of the students." 1209 Washington believed that 
"Saronson didn ' t understand what an arts institution entailed, and maintained that the cuts 
were BOE directives." 12 10 Saronson argued differently and maintained he upheld the 
school's mission even when budget cuts were at their worst. This dilemma of studios 
versus academics continues to be a challenge to the cunent administration in 2011 . 
Victor Herbert, who worked in the BOE ' s finance office, sent a letter to Marcia 
Hanna, chairperson of the Parents Academic Forum in October 1989, but he offered no 
tangible relief to the school's instructional day. Herbert recommended the school re-
examine where and how it appropriated its funds. He conectly stated that the school was 
awarded additional monies to fund certain necessities that were not found in regular high 
schools. He dismissed the fact that the school operated a dual program of which the 
allocated money barely funded one. 
When the Parents Association received Herbert's reply they were less than 
thrilled and sent a response directly to the Chancellor-Designate, Joseph Femandez. 
Parents stated in that letter that the school was at a crossroads, and since its inception the 
BOE had followed a "policy of debasing the school by underfunding special arts 
programs, failed to adequately fund for required academic programs and refused to 
recognize the special nature of the school." 1211 The Parents Association sent a different 
letter to Hebert informing him of their intent to organize a protest conce11 behind Lincoln 
12
m Gerald Trevor interview with Peris A lban, April10, 20 10. Nevv Rochelle, NY. 
11 10 Paula Washington interv iew with Peri s A lban, May 6. 20 10. Ma nhatt<1n , NY . 
12 11 Parents Associ<1t ion and Academic C hair President to Joseph Fern<lnclez, November 
10. 1989. Municipal A rc hi ves. Manhattan, NY . 
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Center to "embanass school officials." 12 12 Noted alumni such as Eartha Kitt, AI Pacino, 
Cher and Sonny Bono participated in the concert as did Alice Tully, a staunch supporter 
of the school. The Parents Association also organized a "Save 'Fame' Political Action 
Committee," and created an informational package for parents to use when meeting with 
their elected and other public officials to draw attention to LaGuardia's plight. 
Information included the rationale for a 9-period day for all students, that LaGuardia ' s 
drop-out rate was 2% as opposed to 10% citywide, that LaGuardia ' s absenteeism was 
10% as opposed to 20% citywide, that LaGuardia received no additional funding for drug 
programs, pregnancy prevention or a day care center, that LaGuardia received no Chapter 
1 funds from the federal government for "remediation ofbelow grade level students," 12 13 
that LaGuardia was not funded for a full 8 period instructional day for juniors and 
seniors, and students were forced "to go to night school or summer school in order to 
accumulate enough credits for college admission. " 12 14 The package also included 
LaGuardia ' s academic graduation requirements versus college academic entrance 
requirements . 
Joseph Femandez's office finally decided to re-examine the allocation fonnula 
that had been in effect for years to detem1ine if the fonnula needed revising in the spring 
of 1990. The allocation formula had originally been devised by the BOE to bring greater 
equity to school funding. While noble, many schools, including LaGuardia, lost millions 
of dollars from their special funding status because of this new procedure. Unfmiunately, 
1:'
12 Parents Assoc iat ion to Victor Herbert , November I 0, 1989. Muni ci pa l Archi ves, 
Manhattan, NY. 
1211 Paren ts Assoc iat ion Pacbge, November 1989. Municipal Archives , Manhattan, NY. 
1 2 1 ~ Ibid . 
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the outcome of the re-examination did not come soon enough, and LaGuardia Arts HS 
was forced to reduce their programs for the 1990-1991 academic year. 
Justin DiCioccio, the school's jazz teacher, published an miicle in Downbeat 
Magazine that addressed the budget cuts and their effects on the school. A summary of 
his article appeared in the A&F' s newsletter in 1992. DiCioccio not only addressed the 
situation at LaGuardia, but he declared that "public school music in NYC [was] in a 
crisis," 12 15 and needed repair. He maintained that instrumental music instruction could 
vanish from non-specialized schools "within the next two or three years," 12 16 affecting 
both educators and audiences. DiCioccio also claimed that abolishing a1is programs in 
schools could affect minority students. Many minority students could not afford private 
lessons. Therefore, cutting the arts from schools would affect cultural life within the 
inner-city. Music instruction, argued DiCioccio, would only be available for the middle 
class and would "permanently damage our cultural progress as a nation." 12 17 
The school continued to suffer fi·om budgetary cuts, and by 1995 it seemed as if 
the school would become a regular comprehensive high school because there was no 
funding for the studios. The situation was fmiher exacerbated by the state ' s academic 
requirements that forced the school to pour its funding into those courses. Washington, a 
graduate of the HSMA 12 18 and now a strings teacher at LaGuardia Arts HS , wrote an 
impassioned letter to then Mayor Rudolph Giuliani stating the school ' s importance as 
1215 Justin DiCioccio in ''Message from Justin DiCioccio,·· Alumni Upheat , Fall 1992 . 
Courtesy of Hanna Dubin. 
1216 Ibid . 
1:' 17 Ibid. 
121
s Paula Washington graduated in 1970, and is a viola player. She began teaching at 
LaGua rdi a Art s HS in 198 1. 
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part of New York City' s cultural scene. She stated that the school, since its inception in 
1936, had always provided its students with an integrated education, and that the school 
served as a model for subsequent atis school both nationally and internationally. 
Lucinda Santiago, a SPA graduate 1219 and instrumental music teacher at the 
school also sent a letter to Giuliani, which was reprinted in the A&F newsletter. Like 
Washington, Santiago infonned the mayor that additional budget cuts could impair the 
school ' s abi lity to function at its best. Additionally, if after-school and transportation 
funding was eliminated, students' evening perfonnances would be tenninated as well. 
Santiago bluntly stated, "The budget cuts will destroy the on ly specialized public atis 
high school in the city." 1220 Santiago expressed her gratitude to her own alma mater. It 
was because of her experience at SPA that enabled her to continue studying music at The 
Juilliard School and the Manhattan School of Music. She returned to teach music at 
LaGuardia Arts HS and wanted to provide her students with the same quality arts 
education she had experienced. 
Saronson did not recall when the school finally received a special funding fonnula 
that provided for all the studios, but it was in the mid to late 1990s. The BOE approved 
additional funding after relentless protests from parents and select faculty members. It 
was during this time that Saronson and the School Planning Team solidified the school's 
dual mission since it ··embodied the very soul of the school." 122 1 Additionally, the state 
12 19 Lucinda Santiago graduat ed from SPA in 1977. She is an oboist. She bega n teaching 
at the sc hool as a student-teacher in 1984. After graduating she returned to the school. 
1220 Lucinda Santiago in '·Alumni Mailbag," Alumni UpDate, Spring 1995 . Courtesy of 
Hanna Dubin. 
Icc I Pmil Saronson interview with Peris Alban. Marc h 3, 20 11 . Manhattan , NY. 
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recognized the school ' s arts programs as vocational programs that provided a new source 
of funding for the school. The Board of Regents of the State of New York certified the 
school ' s program, and when Saronson was principal, he displayed the state cetiification 
in his office. "That was one of the things I kept on my wall because I felt it was an 
important document." 1222 The state re-certified the school every five years or so. 
The school's dual mission remains intact and may be found on the school's 
website: "The dual mission of this extraordinary specialized high school is to provide 
each student with professional preparation in conservatory aJis education and in college 
d . d . "1223 preparatory aca ernie e ucahon. 
Admissions Criteria Amended 
Admission to either the HSMA or SPA had always been audition based or a 
portfolio submission for ati students. In anticipation of the relocation, Kosakoff unified 
both schools ' audition protocols. Students were expected to perfom1 one or two pieces of 
their choice, sight-sing if they were instrumentalists, tap rhythmic pattems, and sing shmi 
melodic phrases. The requirements remained the same for potential applicants to 
LaGuardia Arts HS . 
Auditions used to be held at the schools during Regents Week in January but 
when the schools relocated to Lincoln Center, junior high school principals began 
complaining that students were missing one day a week to attend the auditions. 
1222 Paul Saronson interview with Pe ri s Alba n, M arch 3, 2011. Manhattan, NY . 
1223 LaGuardi a A11s High School Mission Stateme nt , 
www.la gua rdi ahs.org/about/ mi sion.html accessed 2 Februil ry 2012. 
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Therefore, principals petitioned the BOE to have the auditions changed because junior 
high schools were losing state money when students were absent. LaGuardia Arts HS 
personnel on the other hand stated, "as long as students sign in at the audition then they 
are still in the system." 1214 The BOE rejected LaGuardia 's idea and stipulated that the 
auditions be held on weekends. Ultimately, this cost more money because the school had 
to hire additional adjudicators for auditions and other personnel to keep the school open. 
"The school took on a huge expenditure for something that used to be free," 1225 said 
Trevor, and the budget cuts of the 1990s further impacted the auditions. 
When both schools operated independently students were largely accepted based 
on their talent. This happened more at SPA than the HSMA because the school ' s focus 
was on preparing students for careers in the performing arts. By the mid-1990s , 
LaGuardia Arts HS ' s administration began scrutinizing potential applicants ' academic 
transcripts and absenteeism as well. If students perfom1ed below a cetiain academic 
standard, that is, below an 85%, it was less likely they would be accepted at the school 
despite a successful audition. Adjudicators used a rating sheet that totaled to a 100%. If a 
candidate ' s overall score fell below a 90 or in some instances an 85, that candidate ' s 
rating sheet was not considered for the second phase of the audition process, which was a 
transcript review by the principal. Music teachers were divided regarding the new 
criteria. Trevor believed that "acceptance should always be based on talent because 
students have to perfom1 and produce once they' re accepted. lf students can ' t perfonn 
1 2 2~ G erald Trevor int erv iew with Peri s Alban. Apri l 10 , 2010. New Rochell e, NY. 
1 2 ::> ~ Ibid . 
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then there ' s no purpose to the school." 1226 Stewart on the other hand argued: 
If a student had a low performing transctipt then there's the potential they could 
fall behind with the academics at the school. Then they start cutting classes and 
that becomes contagious. A student will go from cutting math and ELA to cutting 
jazz band. It becomes a behavior dynamic where the student gets into the habit of 
not practicing, doing homework etc. Ultimately, it was a good idea because 
students wouldn't graduate. So, the audition process was tough. 1227 
Saronson stated that he spent two weeks every spring reviewing every application for the 
fall , an arduous task at best. Based on the Hecht-Calandra Act, Saronson worked within 
its guidelines that stated, "A student must pass a competitive audition and present a 
satisfactory record of achievement." 1228 Saronson quickly acknow I edged that if a student 
had a 99.9% academic average and an above-average reading score but failed the audition 
that was the end of the student's review. However, when the reverse happened, solutions 
were not as simple. Saronson, using the school ' s strong emphasis on its dual mission, 
agreed with Steward that the school should not accept students with low academic grades 
because there was no time in the schedule for remediation classes. 
The other side ofthis coin was that LaGuardia Arts HS ' s administrators did not 
want low academically functioning students because 1) the school was legally bound to 
keep them, and 2) it would adversely affect the graduation rate that ultimately controlled 
school funding. Regardless of the admissions policy between eight and nine thousand 
prospective students auditioned annually at LaGuardia Arts HS during the 1990s. 
122(' Gerald Trevor interview with Peri s Alban, April I 0 . 2010. New R ochell e, NY. 
1227 Robert Stewart interview with Peri s Alban. January 26 . 2011. Manhatta n, NY. 
122
" Paul Saro nson interview w ith Peri s Alban . Ma rc h 3. 20 10 . Manhattan . NY . 
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School Performances 
Since the concert hall was incomplete when the schools relocated, large 
ensembles did not perform public concerts during the school ' s initial year at Lincoln 
Center. Eventually, DiCioccio 's jazz band and the symphonic band began performing at 
Martin Luther King Jr. High School, located across the street from LaGuardia Arts HS. 
The BOE also made anangements for the senior orchestra and chorus to perfotm at other 
high schools in the city while awaiting the completion of the concert hall. When the 
concert hall finally opened in December 1988, aJI concert perfmmances moved to the 
school. Conceti programs that document LaGuardia Arts HS ' s perfonnances are very 
sparse between 1984 and 2002. There is one symphonic band concert program, three 
concerto concert programs, two semi-annual concert programs, and two gospel concert 
programs available from this period. Table 76 identifies the repetioire from the April 10, 
1992 symphonic band concert. 
Table 76 
Symphonic Band Concert Repetioire April 10, 1992 
Composition 
March With Tr·umpers ( 1957) 
First Suite in Eb ( 1909) 
Prayer and Dream Pan!omime 
from Hansel and Gre fe! ( 1893) 
Composer 
William Bergsma 
Gustav Hol st 
Engelbert Humperdinck 
Arr. by Maddy 
Three Dances from On The Town ( 1944 )* Leonard Bernstein 
Strike Up The Band George Gershwin 
AtT. by Barker 
An Outdoor Overture (1938) Aaron Copland 
(Composed especially for HSMA 
The Trombone Rag John Higgins 
Jalousie Jacob Gabe 
An. by K.rance 
Galop Dimitri Shostakovich 
AtT. By Hunsberger 
Note. Eugene Fader conducted the Symphonic Band. *Gabriel Kosakoff, Guest 
Conductor. 
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Concerto programs are availab le for the December 14, 1991, December 11, 1999, 
and December 8, 2001 perfonnances. The concetis began and concluded with an 
orchestral piece, and the concet1os were for piano, violin, cello , and bassoon. Table 77 
identifies the concertos that were perf01med at each conceti. 
Table 77 
Concet1o Repetioire for 1991 , 1999, and 2001 
Composition 
Concetio for Violincello inC 
Concet1o for Violin , #4 in D 
K. 2 18 
Concerto for Piano in a Op. 54 
Concetio for Violin, #5 in a 
Op. 37 
Concet1o for Piano in a Op. 16 
Composer Year 
Franz Joseph Haydn 1991 * 
Wolfgang Amadeus Mozart 
Robet1 Schumann 
Henri Vieuxtemps 
Edward Grieg 
Piano Concerto No.3 inc Op. 37 
Rhapsody in Blue (piano) 
Concerto for Violin and Orchestra 
Op. 14 
Concerto in d for Violincello and 
Orchestra 
Andante e Rondo Ungarese, 
Op. 35 (bassoon) 
Violin Concerto in e Op. 64 
Concerto No.2 in A 
Ludwig Von Beethoven 
George Gershwin 
Samuel Barber 
Edouard Lalo 
C.M. von Weber 
Felix Mendelssohn 
Franz Liszt 
*Jonathan Strasser conducted the orchestra. 
**Paula Washington conducted the orchestra. 
***Lucinda Santiago conducted the orchestra. 
492 
1999** 
2001*** 
The semi-annual concert of June 10, 1995 followed the same fonnat as the HSMA 
semi-annual concerts. The senior orchestra began the perfom1ance, singers perf01med 
varied songs, and the perfonnance concluded with a joint senior orchestra and chorus 
perf01mance. Table 78 identifies the senior orchestra repettoire and the finale 
perfonnance for the 1995 semi-annual concett. 
Table 78 
Senior Orchestra Repettoire and Joint Finale 1995 
Composition 
Symphonic Sketch es 
Grand Canyon Suite 
Messe Solennelle de 
Sainte Cecile 
Composer 
George Whitefield 
Chadwick 
Ferde Grafe 
Charles Gounod 
*Gerald Trevor prepared the orchestra. 
Conductor 
Gerald Trevor 
Ramon Reeberg* 
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In February 1996, the distinguished American composer Morton Gould passed 
away. The A&F' s newsletter published a ttibute honoring his life and career. Gould was 
remembered as having composed A Folk Suitefor Orchestra that he dedicated and 
premiered at the HSMA on December 18, 1941. Gould also served as a member of the 
school 's Perfmming Atis Advisory Commission. During the June 8, 1996 semi-annual 
conce1i the senior orchestra performed the Folk Suite in his memory and performed it 
again at the graduation ceremony. 
The June 10, 2000 semi-annual conceti was unique in that it was the first reunion 
celebration of the new millennium. A&F arranged reunion weekends to correspond with 
the schoors spring semi-annual conce1i. To mark the occasion, Albe1i Glinsky, M&A 
1970, composed an original piece for the opening of the perfonnance titled , Corona: 
Fanf"are for a New Millennium. Glinsky dedicated the piece to LaGuardia Atis HS. Paula 
Washington, Glinsky' s classmate and fellow graduate, conducted the senior orchestra. 
The New York Times described the performance as follows: 
As the orchestra of teenage musicians completed its first piece Saturday night, Dr. 
Paula S. Washington . .. smiled and waved at her fann er classmates in the 
audience. The piece' s composer, Albert Glinsky . . . a member of the same class, 
rose and bowed excitedly. And 800 alumni burst into applause for a school that 
had nurtured them in the arts, though, in most cases, not in the school building 
1?29 they remembered. -
Table 79 identifies the other the pieces that were perfom1ed at this conce1i. 
122
'
1 Tara Bahrampour, "'LaG uard ia Reunion Celebrates Youth and the Arts ... in The Ne 11 · 
York Ti/1/es. Jun e 14. 2000. 
Table 79 
Millennia! Semi-Annual Concert, June 10, 2000 
Repertoire Composer 
Vorspiel zu der Oper, Richard Wagner 
Die Meistersinger zu 
Nurnberg 
Academic Festival Johannes Brahms 
Overture, Op. 80 
Symphonic Metam01phosis Paul Hindemith 
OfThemes by Carl Maria 
Von Weber 
Stabat Mater Gioacchino Rossini 
*Paula Washington prepared the orchestra. 
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Conductor 
Paula Washington 
Ramon Reeberg* 
Of the two gospel chorus concert programs avai lab le, the first, perfonned on May 
15, 1992, marked a milestone for the choms. lt celebrated the choms' 23 1ct anniversary. 
The concert program provided historical infonnation concerning the establi shment of the 
choms at HSMA in 1969, and listed several successful alumni who have perfonning arts 
careers who sang with the choms. Those alumni were Grammy Award-winners Dave 
Valentin and Lisa Fischer, music producer and arranger Nat Adderley Jr., and singers 
Dawnn Lewis, Victor Cook, and Desiree Coleman Jackson. The concert included 
performances by invited guests that included Walt Whitman and the Soul Children of 
Chicago, Wilmington Chester Mass Choir, Love Fellowship Choir, NYC, and Anthony 
Evans, M&A '79. The program included traditional gospel songs such as '·Let The 
Redeemed", "Use Me··, "'1 Really Love You Lord '·, .. lt Is Well", '·Amazing Grace .. , 
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"Walk With Me", " Lord Send Your Spirit Down", and "Focus On Glory" . The 
performance began with a rendition of Felix Mendelssohn's "The Lord Is God" , from 
Elzjah. As was the gospel chorus' tradition, members of the chorus conducted the group. 
The gospel chorus had previously recorded an album Perfect Praise that was sold at the 
conce1i. 
The gospel chorus concert ofDecember 18, 1993 , included classical, traditional, 
and contemporary gospel repertoire. Table 80 identifies the repe1ioire. 
Table 80 
Gospel Chorus Concert December 18, 1993 
Repertoire 
The Great I Am 
Why We Sing 
Let Everything That Hath Breath 
Jesus Is a Rock 
Blessed Quietness 
Hallelujah Chorus 
It Shall Be Done 
He' s Worthy 
Stand Still 
He Can Handle It 
Grace That Suits My Case 
Till We Meet 
Composer 
Traditional 
Kirk Franklin 
William Kilgore 
Glenn Burleigh 
Glenn Burleigh 
George Frederick Handel 
Daryl Coley 
Kathy Taylor 
Carol Antrom 
Kirk Franklin 
V. Michael McKay 
Kirk Franklin 
LaGuardia Aris HS perfom1ed operas and musical theater once a year. Based on 
alumni recollections the school produced Jesus Christ Superstar by Andrew Lloyd 
Webber in 1987, and Wcsl Side Storv by Leonard Bernstein in 1988. Both production s 
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were perfonned at the school. What makes them unique is that they were performed in 
the school 's lobby. The audience sat on the ground floor while the performers utilized the 
· I ?30 
steps to the mezzamne level. -
Other productions perfonned in the newly completed conce1i hall were Hansel 
and Gretel by Engelbert Humperdinck in 1990, Candide by Leonard Bernstein in 1991 , 
West Side Story by Leonard Bernstein in 1998, and A Chorus Line by Edward Kleban 123 1 
and Marvin Hamlisch in 1999. 
Life ar LaGuardia Arts HS: 1984-2002 
When the schools relocated, administration and faculty alike were very concerned 
over the safety of their students because the school was directly across the street from 
Martin Luther King Jr. High School (MLK), a comprehensive high school where the 
drop-out rate was high, and gang activity was prevalent. Therefore, Klein arranged for 
LaGuardia Arts HS students to dismiss onto West 64th Street and Amsterdam Avenue 
while MLK students dismissed onto West 65th Street and Amsterdam A venue. Both 
schools ' dismissal bell rang at different times as well. So concerned was Klein and the 
faculty over MLK students that they neglected to think about the children from nearby 
housing proj ects. The school faced the housing projects on West 64rh Street, and one day 
a group of children from the projects tried to fight some LaGuardia students. Peter 
recollected: 
mu Informat ion provided by Ali Babu Che .J ohnson and Antonia Russo interview wi th 
Peris Alban, August 8, 2010. Manhatt an, NY. Russo also has photographs of both productions. 
Johnson sta rTed as Pontius Pilate in Jesus Christ Superstar, <md as Bernardo in 1 /nr Side Swrv. 
12
·
11 Edward Kl eb<lll gracluM ecl from the 1-ISM A in 1955. . 
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One day at dismissal a group of kids from the projects thought they could fight 
and rob us thinking that we were wimps. However, the kids at LaGuardia also 
grew up in tough neighborhoods so we knew how to fight. I knew how to use my 
viola case as a weapon. Some students carried knives and small guns. It was the 
height of the crack war. 1232 
Mays readily admitted that his friends were not supportive ofhim attending 
LaGuardia Arts HS. He was brought up in the inner-city and life was tough. He probably 
would have attended his zoned high school in Brooklyn had he not been accepted at 
LaGuardia Arts. He admitted that he did fight even though he was not part of a gang. 
When his fi·iends challenged his school choice, Mays felt like an outcast in his own 
neighborhood. "Why are you going to that gay school? Why are you going down there 
with those fag kids? They just didn' t understand it." 1233 Mays also acknowledged the 
school was "the most cliquish and segregated school I'd ever been in." 1234 Mays 
contended that urban music is the "foundation of integrating the races but it didn't 
become so until about 1989 when Run DMC recorded their "Walk This Way. '" 1235 As an 
African-Ame1ican, Mays had little common ground with students of different races: 
I had as an African-American nothing in common with a young Asian students or 
a white sophomore flute player from the upper-east-side. There was no 
commonality. It was very segregated. Even to this day when we have our reunions 
the Asians get together, the whites get together, and the black students always 
hang out together. It wasn ' t bad, not bad energy, it's just how it was. 1236 
Rehearsing and perfon11ing music did bring students together but ' 'once 3 p. m. came we 
all went our separate ways. There was no animosity; we were like a segregated 
1
" ·
12 Mwalin Peters phone interv iew with Peris Alban, August 25 , 20 I 0. 
1233 Cory Mays phone interview with Peris Alban, August 13 , 2010. 
1234 Ibid . 
1
"
15 Ibid . 
12.1r, Ibid . 
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family." 1237 Maxwell agreed with Mays' account and added, "The 1980s was a time when 
hip-hop was coming to the forefront. We had students from LaGuardia who participated 
in hip-hop dancing and others were graffiti artists. Lots of hip-hop artists came out of the 
school." 1238 
Despite the unfinished school building Vasquez remembered that it was "not 
uncommon to see TV crews come into the school," 1239 to record newscasts and 
documentaries. He also remembered composition students from Juilliard coming to 
school and having the senior orchestra play their compositions. This was the extent of the 
partnership that existed between the school and Lincoln Center at the time. Saronson 
reflected that the hoped-for patinership between various Lincoln Center perfonning arts 
groups and the school was inconsistent despite his attempts to forge relationships with 
various artists and organizations over the years . Joseph Polisi, Juilliard 's president, 
wanted nothing to do with the school. 
Robert Steward who taught jazz at the school from 1993-2002 stated that he 
invited jazz musicians to school on occasions. "I put out the word that if a group was 
getting ready to perform that they come to school to do a rehearsal. Students did get an 
. b d I " 1240 S b h I'd . . opportumty to see an s re 1earse. tewmi roug t up a va 1 pomt concernmg 
invited musicians. Stewmi believed that not all excellent players are great teachers, who 
know what or what not to say to students. He admitted, " I got close with Lincoln Center 
1m Cory Mays phone interview with Peris Alban, August 13 , 2010. 
1:nx David Maxwell interview with Peris Alban, July 9 , 2010. Manhattan, NY. 
1
"
39 Armando Vasquez int erview with Peris Alban , July 16 , 2010. Manhattan , NY_ 
124 11 Robe1i Stewa rt interv iew with Peri s Alban. January 26 , 2011 . Manhattan , NY _ 
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[jazz personnel] that I made sure I got people who understood education. " 1241 
Stewart prepared the school ' s senior jazz band for the "Essentially Ellington," 
Jazz Competition at Lincoln Center in 1996 and won first place. The band performed 
with Wynton Marsalis and was awarded a monetary gift of$7.500. The senior jazz band 
won again in 1999. 1242 Stewart admitted that preparing for the competition took too much 
time from the regular jazz cuniculum because the band had to leam required pieces for 
the competition. Stewart felt that students needed to focus on jazz repertoire to prepare 
for auditions and find work. He also felt that students needed to be .. super mature to win 
which they' re not at 17-18 years old." 1243 Stewati believed there is a leaming curve in 
music, "You teach a piece and then leave it. Let it settle. Then come back and figure out 
what to do during the plateau. Students can ' t necessarily do this and they won't leam if 
. . .{; . . " 1244 you ' re JUSt prepanng 10r a competltwn. 
As was the tradition at the HSMA and SPA, students at LaGuardia Arts H S had 
an opportunity to perfonn at city events representing the school. The first documented 
performance was Edward I. Koch's inauguration as city mayor on January 1, 1986. 
LaGuardia's Chamber Singers perfonned at City Hall. Koch was delighted with the 
perfonnance: 
I was delighted that the LaGuardia Chamber Singers pmiicipated in this 
[Inaugural Ceremony]. The musical perfonnance delighted our guests at both the 
ceremony and the reception and I hope you and your students enjoyed being part 
h . d h . I 114 " of the Inaugural as muc as we enJoye avmg you t 1ere. - · 
I W Robe11 Stewart interview with Peris Alban, January 26, 2011 . Manhatt an. NY. 
12
.J
2 The trophies are on di splay in the instrumental music depa11ment in th e basement. 
J:~-1.1 Robert Stewart interview with Peris Alban, January 26, 2011. Manhattan. NY. 
1244 Ibid . 
l " -1 5 Edward I. Koch to Ri chard Klein . January 30. 198 ()_ Muni cipal Archi\ ·e, _ 1\llanhatt a n. NY. 
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Lincoln Center organizes a yearly chamber music competition and LaGuardia 
Arts ensembles have often won these competitions. Winners then performed for the 
Chamber Music Society of Lincoln Center at Alice Tully Hall. On April 27, 1995, 
LaGuardia Arts HS ' s wind quintet 1246 perfonned Irving Fine ' s Partitafor Wind Quintet. 
The ensemble ' s teacher was Joseph Joffee and their music coach was Judith Pearce. The 
second school ensemble was a quintet for piano and strings. 1247 They performed Gabriel 
Faure ' s Quintet/or Piano and Strings in D minor, Op. 89. The ensemble' s teacher was 
Paula Washington and their music coach was Anne-Marie McDennott. 
The school had two ensembles perfonning again in the April 16111 , 2002 chamber 
music concert. The first ensemble 124g perfonned Johannes Brahms' Piano Quintet in F 
minor, Op. 34a. The ensemble ' s teacher was James Minenna, and their music coach was 
Andre-Michel Schub. The second ensemble was a woodwind quintet. 1249 They perfonned 
Irving Fine ' s Partitafor Woodwind Quintet . The ensemble ' s teacher was Richard Titone 
and their music coach was Tara Helen O' Connor. 
LaGuardia A1is HS was often recognized when students won the prestigious 
Presidential Scholars Award, established in 1964 by Executive Order of the President to 
"recognize and honor some of our Nation ' s most distinguished graduating high school 
1246 1-Jung Cheng, flute , Emily Cho, oboe, Linda Pelaez, clarinet , Paul Cesarczyk, 
bassoon, and David Jones , French horn . 
1247 H su-Chuan Lo, violin , Chelsea Switzer, violin, Leo Zhurbin, viola , Vincent Moncada , 
cello, and Joseph Bousso, piano . 
1248 
.ling Wang, violin, Karen Yim, violin , Su Yeon Lee, viola , Cameron W ylie , cello, and 
Angela Yang, piano . 
124
'> Alexandra Convvay, flut e, Emil y Mure, oboe, .l ames Cuc inotta , c la rinet, Samantha 
Brenner. bassoon. <mel Kirsten Trachte, French horn . 
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seniors ." 1250 Each year nearly 141 students are chosen nation-wide and recognized as a 
Presidential Scholar. In 1985, three ofthe six New York State finalists who received the 
Presidential Award came from LaGuardia Arts HS. Another coveted organization is the 
National Foundation for Advancement in the Arts, based in Miami, Florida. The late Ted 
Arison 125 1 and his wife, Lin Arison, established the Foundation in 1981. Both strongly 
believed in the importance of an arts education and of the need to "encourage and 
validate young m1ists ." 1252 Thousands of talented high school students compete for an 
opportunity to win this award that ultimately assists them to launch their careers. 
LaGuardia A11s HS has had finalists and winners in thi s competition since its inception. 
In 1985-86, twenty-two winners were LaGuardia Arts HS students. In 1990, five students 
from the school were chosen as finalists in the Foundation ' s competition, and honored at 
a ceremony in the chancellor' s office during a BOE monthly meeting. The students were 
awarded a cet1ificate much in the same vein as winners of the prestigious Westinghouse 
. c . . 1753 Sct ence ompet1t1on. -
Michael Leonhat1, trumpeter and composer, won a Grammy Award 1254 in 
February 1992, the first ever awarded to a high school student. Additionally, Leonhm1 
won the National Foundation for the Advancement in the Arts competition and was 
12511 Pres identia l Scholars Foundation, www.presidentialscho lars .org/history.htm accessed 
3 February 201 2. 
125 1 Ted Ari son founded the Carnival Cruise Line and wa s an aspiring pi ani st in his youth . 
125
" Ted Ari son, The Nati onal Foundation for Advancement in the Arts, 
www .younga rt s.org/hi story accessed 3 February 201 2. 
125
-' The Westingho use Science Competition , establi shed in 1942, is recogni zed today as 
the Int el Science Talent Search. The titl e change went into effect in 1998. The competitio n is 
hail ed as the nati on' s most presti gious and oldest science compet ition . 
1 " 5 ~ Ot her Grammy vv inners are Murray Perahia , SPA '63 , and Bela Fl ec k, HSMA ' 76. 
Both '"'On 111 1999. 
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nominated for the Presidential Scholarship the same year. In May of 1992 he was 
awarded the A&F Charles Fox Composition Award . His composition was perfonned at 
LaGuardia Arts' dance concert later that month. 
In keeping with the HSMA' s tradition of inviting guest perfmmers to the school, 
James Galway, world-renown flutist , visited LaGuardia Arts HS in March 1998. He held 
a master class, worked with the school ' s flute choir, and donated a flute to the school that 
Mayor Giuliani accepted. 
The HSMA Celebrates 50 Years: 1986 and 1990 
Both June 1986 and 1990 respectively saw LaGuardia A1is HS celebrate two 
remarkable milestones. The first, on June 6, 1986, celebrated the HSMA's 50th birthday. 
The A&F organized a star-studded gala concert and art show held at the Hunter College 
Concert Hall , on 69111 Street, between Park and Lexington A venues, Manhattan. 
LaGuardia Aiis ' current senior orchestra perfonned works by Bach, Wagner, 
Tchaikovsky, and Bizet, under Eugene Fader's direction. Peter Nero, renowned jazz 
pianist and HSMA alumnus, joined the orchestra for an anangement of George 
Gershwin's I Got Rhy thm. Peter Yarrow, another HSMA alumnus, treated pmiicipants to 
a musical performance during a buffet dinner following the concert. The June 6th edition 
of USA Today, published an article on the school ' s 50th birthday celebration that included 
interviews with fom1er students Peter Yanow, Shari Lewis, and Peter Nero. Yanow 
recounted how his experience in running for student body secretary inspired him to 
become an entertainer. Lewi s remembered riding the subway for 90 minutes eaclJ way to 
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and from school, "but it was worth it. The music industry is so full of Music and Arters 
it ' s incredible," 1255 and Nero admitted that his parents pushed him to try out at the HSMA 
against his will. "I was there for two weeks and I knew it was the best decision that my 
parents ever made for me. It was the place to be." 1256 
The second milestone for the HSMA alumni was the 50111 anniversary of the 
school ' s first graduation. To honor this achievement, Mayor David Dinkins presented 
members of the Class of 1940 with a Proclamation Award prior to the semi-annual 
conceti on June 9, 1990, held at the school. In an effort to have as many alumni as 
possible present for the occasion, A&F sent out the following announcement, "We have 
ananged for Mayor Dinkins to present each of us with an award to commemorate the 
special part we played in the fom1ation of a New York City school whose influence has 
been felt around the globe." 1257 
SPA Celebrates 50 Years : 1948-1998 
SPA celebrated its 50111 anniversary over Memorial Day weekend, May 23-25, 
1998. Alumni celebrated with a ''decades" dinner on Friday evening, class meetings on 
Saturday, and an " I Remember," session at LaGuardia Arts HS. The festivities concluded 
with the A&F 's Twelfth Scholarship Benefit in which SPA alumni and current students 
perfom1ed. Kitty Carlisle Hart was master of ceremonies, and patiicipating alumni 
included: Tommy Femia, Susanne Vega, Ptiscilla Lopez, Dudley Williams, Eddie 
1155 Shari Lewis in ··A Happy 50 11' Birthday for the School of the Stars:· by Sally Ann 
Stewart . USA Today , 6 June 1990. Courtesy of A&F Association , Manhattan. NY. 
1256 Peter Nero in Ibid . 
1257 A&F Association Announcement Wint er 1990. Muni cip<1 l Arclm es. M<lllhCittan . NY. 
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Shellman, and Troy O'Neill Powell. The Honorary Alumni Committee consisting of 
Roberta Baskin, Richard Benjamin, Shelly Berger, Cora Cahan, Dom DeLuise, Herb 
Gardner, Priscilla Lopez, Melissa Manchester, Arthur Mitchell, Isaac Mizrahi, Murray 
Perahia, Lonny Price, Gerard Shwarz, Natasha Thomas, Susanne Vega, and Art Wolff 
interspersed the perfonnances with remembrances and remarks. 
The city ofNew York deemed the otiginal SPA building at 120 West 461h Street a 
historical landmark and as part of the 50th anniversary celebration, alumni dedicated the 
Historical Plaque in a special ceremony on Sunday morning. The mounting of the plaque 
at the school took place in 2000 with another dedication ceremony. 
Marjorie Dycke, founding chairperson of SPA's drama depatiment, wrote a brief 
reflection on the founding of the school in 1948, and reminisced on how the BOE had 
called the school "Keller ' s Folly," 1258 and that it would "never last. " 1259 The Daily News 
had mocked the school and called it, "New York ' s School for Chorus Girls." 1260 Dycke 
reminded the alumni of what Keller ' s vision had been for the school and what both the 
teachers and students ' responsibilities had been : 
Dr. Keller believed that everyone was born into this world with a talent, and that 
it was the function of the school to help each one to discover what that talent was, 
to nurture it, and to help remove whatever obstacles were hindering its 
development. Every teacher, besides being expert in his or her field, was also a 
guidance counselor. ... In turn , it was the responsibility of each student to develop 
hi s or her talent to the fullest and devote it to the service of the community. That 's 
education ! 126 1 
1 " 5 ~ Ma1jorie Dycke in ··All Hail Keller· s Folly, ' · Alumni UpDure, Spring 1998. Courtesy 
of Hanna Dubin. 
1
"
5
') Ibid. 
12611 Ibid. 
1261 Ibid . 
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Dycke hoped to establish a "Founder' s Fund" in Keller' s name " to strengthen the 
guidance program for all of LaGuardia High School," 1262 with the assistance of A&F 
Association. The Dr. Franklin J. Keller Memorial Award was first awarded to a 
LaGuardia graduate in 2008. 
September 11, 2001 
September 11 , 2001 was a heartbreaking day for New Yorkers when Al-Qaida 
terrorists flew two airplanes into the Twin Towers in lower Manhattan, killing thousands. 
The LaGuardia community suffered the loss of many loved ones including 11 firefighters 
who worked at Fire Engine House 40 and Ladder 35, situated across the street from the 
school. The Student Govemment Organization mobilized a food and clothing drive for 
the Red Cross, and collected money for the firehouse . The school also organized a 
memorial conce1i, held on October 11, "with students from all studios paying tribute to 
the victims and heroes the best way we [knew] how, through the mis." 1263 One firefighter 
later commented ·'that the depth of feeling that the students' perfonnances evoked gave 
him hope for the future at a time when he had felt no hope." 1264 
Commencement Exercises 
126
' l\ll <:njorie D ycke in "'All Hail Keller's Folly,' ' Alumni UpDate, Spring 1998. CoUJ1esy 
of Hanna Dubin . 
1
'
6
·
1 Paul Saronson in ·'A Message from the Principal ,' ' Alumni UpDure. Fall 2001. 
Cou rtesy of Hanna Dubin . 
I '~>" Anonymou s Firefight er as quoted in Alumni UpDate , Fall 2001. C ourtesy of Ha nna 
Dubin. 
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Graduation ceremonies had moved to A very Fisher Hall even before the schools 
relocated to Lincoln Center in 1984. The origin of this tradition is undiscoverable due to 
lack of graduation programs. Current LaGuardia Arts HS graduation ceremonies continue 
this tradition. In his greeting to the Class of 1985, Richard Klein alluded to the 
relocation's "physical and emotional discomforts," 1265 while reminding graduates, "Your 
class may finally claim the unique distinction of being the first to graduate from this new 
home." 1266 The HSMA and SPA continued printing their respective school titles on the 
diplomas, a tradition that continued until 1988. The Yearbooks also utilized the schools ' 
individual titles until 1988. 
The only commencement exercises program available from the school ' s period 
directly after relocation is a program for the 1986 ceremony. The ceremony was 
reminiscent of the HSMA ' s commencement exercises but there were two salutatorians 
and two valedictorians, to represent each school. The only additions to the ceremony 
were additional awards and scholarships such as the A&F Association awards awarded to 
alumni for their achievement in instrumental music, vocal music, dance, art , and drama; 
UFT 1267 scholarships, and the Behrens Foundation 1268 Scholarship. Robert F. Wagner, 
mayor, gave the commencement address. Table 81 identifies the music that was 
perfonned at the 1986 commencement exercises . 
1265 Richard Klei n in .. A M essage from the Principal,'" Class of 1985 Yeurbook. Courtesy 
of Alumni and Friends Assoc iation . 
126
" Ibid . 
1267 Unit ed Federation ofTeachers . 
126
x Thi s is an ind epend ent charit able organization currently based in Bro nxvill e. NY . 
Table 81 
Class of 1986 Commencement Exercises Repetioire 
Repertoire 
Prelude: Die Meistersinger von Nuremberg, 
Richard Wagner 
Cum Sancto Spiritu, from Mass in b minor, 
J. S. Bach 
Academic Festival Overture 
Johannes Brahms 
Recessional: Die Meistersinger von Nuremberg, 
Richard Wagner 
*Eugene Fader conducted the orchestra. 
**Judy-Ann Gray conducted the chorus. 
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Perfonning Group 
Senior Symphony Orchestra* 
Senior Chorus** 
Senior Symphony Orchestra* 
Senior Symphony Orchestra* 
The 1987 Yearbook included greetings from both Klein and Saronson. Klein left 
the school in January 1987, but remembered the students ' resiliency as they '"shared the 
trials and tribulations of a new building not quite ready for our use when we arrived, and 
as the class which shares my farewell to this school after nineteen years as principal.-' 1269 
Saronson ' s central message revolved around the many transitions the Class of 1987 had 
to endure including Richard Klein ' s sudden resignation. 
Your class is a class oftransition. Most ofyou began yow· high schoo l careers in 
schools that were relatively small but had a large history and tradition. Mid-
course you were moved to a large, brand-new structure with no history or 
institutional '"culture'· of shared values, heroes, rituals of its own . You became the 
past, present and future of LaGuardia High School of Music and Arts. 
1269 Richard Kle in in --Principal s · Page,'" Class of 198 7 Yearhook . Court esy or Alumni 
and Friends Associ<1tion . 
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Transition had to continue when construction promises fell by the wayside 
and dreams of a theater and concert hall faded into nightmares . .. 
The theme continued when, in the middle of your senior year, the principal 
who you knew for your high school career di sappeared from the scene and a new 
face and presence appeared--yet another transition. 
As you make thi s first major transition from high school to post-secondary 
pursuits, I know you will be as successful as you have been in handling change in 
1270 the past. .. 
"Fiorello H. LaGuardia High School of the Arts, The First," appeared on the 
cover ofthe 1988 Yearbook. The seniors wrote a lengthy expose that described their 
joumey at the school from 1984 to 1988. Seniors candidly described the hostil ity they 
experienced during the first three years, and that finally they had been accepted: 
. . . somehow we got off on the wrong foot. The ·'consummate" m1istic 
environment was less than perfect and the entire city had to know about it. (It was 
after all, 123 million dollars of tax payers' money.) Construction workers as 
classmates in unfinished rooms, and frequent visits from the conveniently located 
fire depat1ment, were some if the many things we li ved with every day ... 
Bur the school 's physical problems weren' t the onl y problems. Some of 
us, the supposedl y special class of indi viduals, also contributed to the unpleasant 
environment. The joining together of Perfom1ing Arts and Music and Art did not, 
unf011unately, signify a true joining together of the people of the two school. 
Some wanted to keep the memori es of their old schools alive, but to the extent 
where they did not give this one a chance and, thus, debased it. The hostility was 
apparent for almost three years, but eventually they reali zed that there is no future 
in living in the past. As artists, we should be able to create in any environment. 
The environment is not what makes, us, but rather, we make the environment 
what it is. ' Ars vincitomnia,' 127 1 and for the most part, our at1 has helped us 
overcome the many obstacles we faced . 
Along with thi s rebit1b comes and will come many more ·'firsts. " Most 
significant is the fact that we will be the first official graduating class of the 
Fiorello H. LaGuardia High School of Music and the A11s .. . 1272 
The next commencement exercises programs that are ava il abl e are for the Class of 
1270 Paul Saronson in .. Principals· Page,' · C lass of 1987 Yeurhook . Courtesy of Alumni 
and Fti ends Associa ti on . 
1:~ 7 1 ·'Truth Conquers A ll. .. 
1272 
· ' ] 988 Seni or C lass M essage."· in Class of 1988 Ymrhook. Court esy of Alumni and 
Friends Association . 
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1990 and 1991. Both ceremonies had different processionals and recessionals from 
previous ceremonies. Table 82 identifies the Class of 1990 and Class of 1991 's 
processional and recessional music. Members of the senior orchestra, now identified as 
the LaGuardia Symphony Orchestra, performed the music. 
Table 82 
Commencement Exercises 1990 and 1991 Processional and Recessional Music 
Composition 
Processional : '"Entrance of the Guests" 
from the opera, Tannhauser 
Recessional: Coronation March 
Recessional: ''Rakoczy March" from 
Damnation a/Faust 
Composer 
Richard Wagner 
Peter Tchaikqvsky 
Hector Berlioz 
Year 
1990/1991 
1990 
1991 
Note . Jonathan Strasser conducted the orchestra at both commencement exercises. 
The school's amended name was printed on the cover of the 1991 Yearbook, 
" Fiore11o H. LaGuardia High School of Music and Art and Performing A1is." Also 
included with the school title was the caption, "We Are Family-United Colors of 
LaGuardia." 1273 
Between 1993 and 2002 the commencement exercises processional music did not 
change but the recess ional music varied. Table 83 identifies the school"s recessional 
music repertoire from 1993 to 2002, perfonned by the LaGuardia Symphony Orchestra. 
1
:>
7
·' C ICi ss of 1991 Yi!orhuok. Title Page. Courtesy of Alumni 8nd Fri ends Associc:ttion . 
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Table 83 
Commencement Exercises Recessional Music Repertoire 1993-2002 
Composition Composer Year Conductor 
Pomp and Circumstance Edward Elgar 1993 Jonathan Strasser 
March No. I Op. 30 
Trumpet Voluntary Jeremiah Clarke 1994 Jonathan Strasser 
Pomp and Circumstance Edward Elgar 1995 Jonathan Strasser 
March No.1 Op. 30 
Trumpet Voluntary Jeremiah Clarke 1996 Jonathan Strasser 
"Kriegsmarsch Der P1iester" Felix Mendelssohn 1997 Lucinda Santiago 
from Athalia 
"Kriegsmarsch Der Priester" Felix Mendelssohn 1998 Gerald Trevor 
from A thalia 
"Danse Russe" fi·om Petrushka Igor Stravinsky 1999 Alan Goldberg 
"Prelude" to the opera 
Die Meistersinger Von 
Nurnberg 
"Triumphal March" from 
Aida 
Richard Wagner 
Giuseppe Verdi 
2000 Paula Washington 
2001 James Minenna 
"Kriegsmarsch Der P1iester" Felix Mendelssohn 2002 Lucinda Santiago 
fi·om A thalia 
The senior orchestra and chorus perfonned the same repertoire for musical interludes that 
had been perfonned in the June semi-annual concerts. 
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The Class of2002 dedicated their Yearbook to "all who perished on September 
I I 111 , and all who risked lives in an effort to save others . Thank you FDNY and 
NYPD." 1274 In his greeting to the graduates, Saronson quoted LaGuardia ' s speech 1275 that 
he gave during the commencement exercises at the HSMA in 1942, drawing parallels 
between events of September 11 111 ,2001 and those ofPearl Harbor. Saronson, like 
LaGuardia, argued for a world that included music and the mis during times of trouble. 
"Your training and appreciation of the mis will enrich your lives and the lives of those 
around you, especially in trying and unce1iain times." 1276 
LaGuardia Arts HS: 2002-2011 
LaGuardia Arts HS continues to provide students with an excellent education in 
spite of financial obstacles that threaten the school ' s dual mission. Kim Bruno, principal , 
welcomed the oppotiunity to discuss the school ' s cunent status with me. The Alumni and 
Friends Association and Parents Association continue to provide suppoti for the school 
both financially and emotionally. In the last decade the school celebrated both its 20th and 
25th anniversaries. Alumni and cunent faculty hope the school continues to maintain its 
studio training but are fearful because arts education is eroding due to state and federal 
1274 Class of 2002 Yem·hook, dedication page. Courtesy of Alumni and Fri ends 
Associati on. 
I "7' 
- - See Chapter Four. 
1276 Paul Saronson, ·'Greetings,'' in C lass of 2002 Yearbook . Courtesy of A lumni and 
Fri ends Assoc iati on. 
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academic mandates. " It is very dangerous to train the head but not the heart ," 1277 admitted 
Washington. 
Administration and Faculty 
When faculty and students returned to school in September 2002, they discovered 
that Paul Saronson had resigned as principal to pursue a career in education at New York 
University. Saronson felt that accepting the university's offer was good for his career. 1278 
Saronson indicated that he would have been content to stay at LaGuardia longer 1279 had 
the university opportunity not been offered. After fifteen years as principal he had 
navigated " the school to a particular point, and I was ready to move on and seek new 
challenges." 1280 He quickly stated that he was "not running away from anything" 1281 as 
some faculty members had speculated after his sudden departure. LaGuardia A1is HS ' s 
next appointed principal was Kim Bruno. 
1277 Paula Washington interview with Peri s Alban. May 6, 20 I 0. Manhattan, NY. 
1278 Paul Saronson interview with Peris Alban. March 3, 2010. Manhattan, NY. 
1279 Ibid . 
mo Ibid . 
128 1 Ibid . 
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t.J 
Figure 21. Kim Bruno 
(Used with Kim Bruno's pennission) 
BriefBiographical Background 
Kim Bruno hails from a small upstate New York town and wanted nothing more 
than "to make it on Broadway," 1282 when growing up. Her parents did not suppmi her 
Broadway dream and wanted her instead to become a teacher, something she laughed at. 
As a teenager, Bruno devalued education. She walked out of the PSATs at her high 
school, left home at sixteen to suppmi herself and eventually moved to New York City. 
She auditioned and auditioned on Broadway but found it diffi cult to adjust from being the 
diva in all her school productions to ''being one in hundreds waiting on line to 
audition."' 12H3 Bruno readily admitted that dancing had been her downfall. She never had 
dancing classes growing up, her parents refused to pay for them , which ultimately cost 
lcK" Kim Bruno interview w ith Peri s Alban, March 10, 2011. Manhattan, NY. 
I '~' Ibid . 
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her a Broadway career. Not one for giving up, she shifted her dream from becoming a 
star on Broadway to becoming a star in education. Bruno admitted that had someone told 
her years ago she would be principal of the famous New York City perfonning arts high 
school with a national and international reputation, she would have "laughed in their 
faces." 1284 Bruno never felt she "sold herself short by turning to education and fell in love 
. h h" ,1285 wtt teac mg. 
When Bruno settled in New York City, she worked as a waitress and worked at a 
bar on W. 45111 Street and 8111 Ave. But it wasn't enough to suppmi herself so she decided 
to supplement her income by becoming a substitute teacher. She managed to secure a 
substitute position during the 1980s prior to the NYCDOE's changed substitute teachers' 
protocol. Her first assignment was at Junior High School 104, on 21 51 Street and 1st 
A venue in Manhattan, where she substituted for an art teacher. While in that position, the 
principal asked Bruno if she would like to substitute for the English teacher. Bruno 
admitted she had no idea what English Language Atis was and informed the principal she 
had no experience in "teaching students how to draw using language." 1286 The ptincipal 
thought she was joking, being that she was an actress, and told her she'd do fine. Bruno 
turned the classes into drama classes that eventually led to her appointment as the 
school ' s drama teacher. During her tenure she produced shows such as Grease and The 
Wiz. Working at this patiicular school provided Bruno with an insight as to what lower-
achieving students could do if given oppotiunities. She acknowledged, '·The students 
12 ~4 Kim Bruno interview with Peri s Alban, March 10, 2011 . Manhattan, NY. 
1285 Ibid. 
l:'~il fbid. 
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were not savvy about the arts, and had no outlet for artistic expression, but they came to 
love and value it in drama classes." 1287 
In the early 1990s, Bruno accepted a position at Professional Performing Arts 
School (PPAS), located at West 48th Street between 8th and 9th Avenues in Manhattan, to 
teach drama. PPAS is a small school in comparison to LaGuardia Arts HS, and offers 
training in drama, dance, and musical theater to students in grades 6 through 12. PPAS is 
not a specialized school but its teachers are often professionals who work in the theater 
district. Bruno eventually became the Coordinator of the Arts at PP AS, and once she 
obtained her assistant principal license she became an assistant principal at the school. 
While teaching at PPAS, Bruno introduced a class called "Theatrical A1is," to 
students in grades six through eight. The class was an audition preparation class that 
students took in preparation for PPAS ' s high school drama studio auditions. Bruno also 
instituted a new repmi card assessment tool for drama students whereby drama teachers 
wrote an evaluation for each student in addition to providing them with a numerical 
grade. The NYCDOE 's superintendent noticed Bruno's work at PPAS, and when 
Saronson left quite unexpectedly from LaGuardia A1is HS, the superintendent assigned 
her to the principal ' s position. 
Bruno 's tenure as LaGuardia Arts principal began in 2002, a position she still 
holds . Bruno felt somewhat overwhelmed when she first came to the school since it is 
bigger than PPAS. Prior to her arrival, she read everything she could about the school. 
Bruno learned ofthe school's dual mission and ofhow the Hecht-Calandra Act governed 
12
x
7 Kim Bruno interv iew with Peri s Alban, March 10, 2011. Manhattan. NY. 
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the school ' s audition process. She described the students as being "savvy," who could be 
"rocket scientists" 1288 if they chose. She further explained, "Kids who are driven 
passionately in art form will succeed in academics too." When Bruno first anived at the 
school the graduation rate was roughly 80%. Ten years later it was 98%. 
Bruno as Principal 
Bruno indicated that she would have loved to be principal of the school during 
Klein 's tenure (1969-1987), and acknowledged that the educational system has since 
changed. The school's day-to-day operations in the new millennium were the result of not 
only NYCDOE mandates but national ones as well. The No Child Left Behind Act 
(NCLB) of 2001 had just been implemented forcing schools across the nation to make 
cunicular changes whether for good or bad . During Klein 's tenure high-stakes testing 
wasn ' t pervasive as it is today in 2011. To pass the Regents exams, students needed to 
score a 55 in Klein ' s day, whereas the passing score is cunently a 65. In addition, today's 
students who wish to obtain an Advanced Regents diploma (or Regents with honors), 
must score an 85 or above. Bruno admitted that ten years ago the school's academic 
mission fell shmi but that has since changed. Colleges have become more competitive, 
demanding higher scores on transcripts, as well as mandating certain scores on the SA Ts, 
SAT Ils, ACT, and AP classes. Therefore, as principal, her first priority was to ensure 
that students were equipped to meet these new academic standards. Since coming to 
l ex ~ Kim Bruno interview w ith Peri s A lb<1n. Marc h I 0. 20 11. Manh<lttCln. NY. 
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LaGuardia Arts HS she has successfully provided additional resources for students who 
struggle academically. 
When Bruno first arrived in 2002 , the school had one of the "richest fonnulas for 
b . . fu d. " 1289 1 h ' d d H o tammg n mg t1at s e ever encountere . owever, once the NYCDOE 
dismantled the Office of the Superintendents and school districts, the formula became 
obsolete. The budget crisis in the NYCDOE stripped every school ' s budget to the core, 
and Bruno had to make tough decisions regarding maintaining the curriculum, which was 
patiicularly challenging due to the school ' s dual mission. LaGuardia Arts HS has not 
been immune to these budget cuts despite its specialized designation. Bruno was relieved 
she did not have to excess any teachers dming the 2010-2011 school year to maintain the 
school's program. 
When the NYCDOE decided to dismantle school regions in 2007, Etic Nadersten, 
head ofthe Empowennent Support Organization, convinced Bruno that LaGuardia Atis 
HS should become a member of the organization. Bruno signed a contract that stipulated 
she took "full responsibility for the school's cutTiculum and its implementation." 1290 
Succinctly stated, Bruno was directly responsible for her students ' achievements and not 
the NYCDOE, and by becoming a member of the Empowerment Organization, Bruno 
had more flexibility with school funding. She justified her decision for choosing the 
Empowennent Suppmi Organization as follows , "We can ' t use a mandated cuniculum 
1 2 ~'' Kim Bruno interview ·with Peri s Alban, March I 0, 2011. Manhattan. NY . 
L">o Ibid . 
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here because our students are a different breed. We have miists and a one-size fits all 
doesn ' t work." 129 1 
In 2008, Bruno modified the requirements for academic AP classes. Although, the 
School Leadership Team (SLT) fully supported Bruno' s modifications, with teachers, it 
was generally unpopular. She made the change having visited several of the AP classes 
and noticed they were not a true representation of the school ' s diverse population. 
Therefore, Bruno implemented the following procedures. She had academic assistant 
principals submit students ' names who wished to take AP courses such as math and 
science to the program office. As much as possible these students had to be admitted to 
the AP classes of their choice. If there was an issue with a student, the assistant principal 
met with Bruno and the student to explain why that student couldn ' L be placed in an AP 
class. Bruno believed she empowered students by giving them the option of "stepping up 
to the plate." 1292 Bruno also stated that a school such as LaGuardia Arts should make 
every provision to help students take their desired classes. The outcome of Bruno ' s policy 
was diversification of those AP classes in tenns of students and grades. AP classes might 
now have an A, B, and C students as opposed to only A-producing students. In addition, 
Bruno insisted teachers differentiate their instruction. She acknowledged reluctance at 
first but that teaching these diversified classes have since been "more rewarding" 1293 for 
the teachers. 
129 1 Kim Bruno inte rview w ith Peri s A lba n, March I 0 , 20 II . M anhattan, N Y . 
12'>2 Ibid . 
12
'!3 Ibid . 
519 
Another unpopular change that Bruno implemented was school calendar 
preparation. Instead ofhaving assistant principals complete the calendar, she took the 
responsibility to even out the schedule between the academic and studio depmiments ' 
exams and performances. When Bruno first anived at the school, there was competition 
between the academic and studio department personnel. Academic teachers assigned 
major projects and tests that conflicted with studio perfonnances thus students became 
tired and frustrated. Bruno manages the calendar to the students ' benefit and mandates 
that academic teachers avoid assigning major projects and tests during perfonnances. 
Although an "unwritten rule" at the school, select academic teachers ignore it. The caveat 
for academic teachers was the cmiailment of the perfonning studios ' blackout days prior 
to perfmmances. Music students spent two full days in the conce1i hall that resulted in 
missed academic classes. Bruno ' s new mandate curtailed the blackout days to one full 
day of rehearsal. Bruno admits that vocal students 1294 miss the most academic classes, 
especially the boys, since they perfonn frequently. Senior vocalists have the potential of 
perfonning in senior chorus, showcase chorus, gospel chorus, and the opera workshop, 
each perfonning its own concert. 
For the first time in the school ' s history Bruno, in conjunction with the SL T and 
Student Council , implemented an annual calendar whereby students take fin al exams in 
January and June as well as taking the Regents. Therefore, there is now an academic 
blackout period as well where studios cannot schedule rehearsal s. This has alleviated 
much of the stress for both students and faculty. 
12
'!
4 Freshman c lass be ing the exception. 
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Bruno feels strongly that LaGuardia Arts HS should be on the cutting edge of 
education in the twenty-first century and that the school's curriculum should minor the 
real world . The music studio has a technology room where students learn how to record 
and produce music while ati students learn how to manipulate technology and mixed 
media. This course is in addition to photography courses that teach students how to 
develop photographs in the dark room. Her focus is always on the needs ofher students 
and she provides gifted students, who desire additional AP courses, with an 
individualized program if possible. Bruno credits her programming director, Laura Van 
Keulen, for making the program a success. Students ' requests can ' t always be 
accommodated particularly if students are mandated for senior orchestra or chamber 
ensemble, which meet at the same time as select AP courses. Bruno is adamant that the 
school cannot and should not "value academics at the expense of the arts.' ' 1295 Deepak 
Marwah, a LaGuardia Arts HS graduate, 1296 who cunently teaches vocal music at the 
school , attests to Bruno ' s success as principal and recognizes her efforts on behalf of the 
student body: 
Bruno has a tight hold on the academics now but 1 don ' t think the arts have 
suffered. In fact, they might have improved. She ' s an miist herself so she 
understands the artist's needs but she also recogni zes the value of academics. The 
school does sometimes feel like a mini Ivy-League. The students care about their 
education especially the AP courses and the culture of the school is college-
bound. Students put a lot of pressure on themselves. Bruno has instilled this sense 
f b "ld" 1'97 o success m mg upon success. -
1295 Kim Bruno interview with Peri s Alban, March I 0 , 20 II . Manhattan, NY. 
\1% k I d d. 99 
- Deepa M arwa 1 gra uate 1n I 7 . 
129 7 Deepak Man-vah int erv iew with Peri s Alban , Jul y 2 . 20 10. Rego Park. Queens. 
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Robert Turner, the school's dean, also praises Bruno for her vision and acknowledges 
that she is "one of the most visionary principals I've ever met. She has a clear vision of 
how the school should be run and when you get on board, it's the correct way. She ' s very 
detailed and she ' s hands on." 1298 
Music Faculty 
Bernice Fleischer remains in charge of the music department and Lucinda 
Santiago coordinates the instrumental music department. Table 84 identifies the music 
faculty that taught at the school when Bruno arrived. 
1:"'·~ Robert Turner int ervie,.v with Peri s Alban, Ma y 12. 2011. Manhattan. NY . 
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Table 84 
Music Faculty for the 2002- 2003 Academic Year 
Staff Member Position 
Bernice Fleischer Assistant Principal of the Music Department 
Andres Andrade 
Robert Apostle 
Sean Berg 
Audrey Bishop 
Vanita Ellis 
Gilda Glazer 
John Hamilton 
Ramon Reeberg 
Janet Soffer 
Jerry Ulrich 
Lucinda Santiago 
Krystyne Bennan 
Kevin Blancq* 
Gary Fogel 
James Minenna 
Joseph Meyers 
Ronald Smith 
Richard Titone 
Paula Washington 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Coordinator of the Instrumental Music 
Department 
Instrumental Music Teacher 
Instrumental Music Teacher 
Instrumental Music Teacher 
Instrumental Music Teacher 
Instrumental Music Teacher 
Instrumental Music Teacher 
Instrumental Music Teacher 
Instrumental Music Teacher 
*Kevin Blancq succeeded Robert Stewmi and teaches jazz. He continues to teach at the 
school. 
LaGuardia Arts HS alumni had their favorite music teachers like their 
predecessors from HSMA and SPA. They spoke ofthe faculty's genuine desire to 
provide them with an excellent music education that proved beneficial in post-secondary 
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institutions whether they continued with music or not. Darryl Duran, who graduated in 
2008, returns to the school for semi-annual concerts,and stated that the first faculty 
member he seeks out is Joseph Meyers. "Mr. Meyers is my favorite teacher. I can ' t 
explain why. He's the first one I see when I go back. He' s a great conductor." 1299 While 
Duran is in the pre-med program at Vassar, he is principal flautist of the college orchestra 
but misses LaGuardia's music standards. "Students at Vassar don ' t understand the 
LaGuardia experience. It ' s intense." 1300 Brandon Hornsy-Selvin, also a 2008 graduate, 
concurred with Duran. "There' s no experience like the LaGuardia experience. You can 
always spot a LaGuardia student even when you hear them perfonn . For me LaGuardia 
was like a college experience in high school." 130 1 Homsy-Selvin attested that "all the 
teachers gave equal attention to every student. It didn't matter if you were planning to go 
to conservatory or not. " 1302 However, "Mr. Meyers had a huge influence on me. He gave 
the impression that he 's mean but he 's not. He gave 110% to you all the time." ' 1303 A 
viola player, Homsy-Selvin, also sang with the gospel chorus and performed at various 
churches around the city. His conductor was Ramon Reeberg. "He was a screamer and 
"d . bl h " b 1 d h , 1304 sm some questwna e t mgs ut 1e was a goo teac er. 
Meyers ananges perfonnance opportunities for students outside the school too . 
One alumna was patiicularly grateful to Meyers for giving her opportunities to perfonn 
1
"
99 Darry l Duran interview with Peri s Alban, July 31, 2010. Rego Park, Queens. 
1.'00 Ibid . 
uoJ Brandon Hornsy-Selvin interview with Peris Alban, August I , 20 10. Huntington 
Station , NY . 
1
'
02 Ibid . 
1
-'tn Ibid. 
1 ·' 0~ Ibid. 
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because it provided her with a small stipend. She was also grateful to Santiago and 
Fleischer for their encouragement and support during her high school days . Her parents, 
immigrant from the Ukraine, did not understand the school and its customs. Therefore, 
Meyers, Santiago, and Fleischer called her parents to explain things to them and let them 
know their daughter had after-school rehearsals . Fleischer introduced her to a violinist 
from the New York Philhannonic Orchestra, who gave her many violin lessons. "When I 
told Fleischer I could only apply to CUNY schools, she helped me apply to New York 
U . . , )305 mvers1ty. 
Music teachers paint a realistic picture of what it entai ls to pursue a music career. 
For some students, the grueling demands of the school ' s music program showed them 
that they do not have the stamina to continue their training on the conservatory and 
school of music level because the competition is fierce . Ballard stated that , "Of the vocal 
students, about 15% go on to conservatoires or colleges of music. After they' re finished 
here they ' re tired and realize they don ' t want to continue as vocalists." 1306 Students do 
continue perfonning with choirs in college, and some may minor in music, ··which is 
h. tl +' " 1307 somet mg we prepare 1em 10r. 
The music faculty has remained stable for the better pa!i of the decade. Hamilton 
credits Assistant Principal Fleischer for this because, ' 'She has brought in some 
wonderful people." 1308 Fleischer hires individuals for the overall benefit of the music 
1.
105 Alumna interview with Peri s Alban, Jul y 23. 2010. Manhattan. NY. This young lady 
graduated in 2010. She was accepted to NYU' s music program on fu ll scholarship. 
J.IIJ(l Jana Ballard interview with Peri s Alban, October 21. 20 10. Manhattan. NY. 
1307 Ibid . 
1111x John Hamilton int erview vv ith Peri s Alban. May 26. 20 I 0. Manhatt an. NY . 
525 
department. When Carl Johnson joined the staff in 2003, he stated, "Ms. Fleischer didn't 
want just a teacher she wanted a voice teacher. So that's what I teach." 1309 Hamilton 
recognizes the cohesiveness of the staff, as do others and admits, " I think it keeps getting 
better and better." 13 10 This was not always the case when Hamilton first arrived in 2001. 
Table 85 identifies the music faculty for the 2010-2011 academic year. 
Table 85 
Music Faculty for the 2010-2011 Academic Year 
Staff Member 
Bemice Fleischer 
Robert Apostle 
J ana Ballard 
Priscilla Baskerville 
Audrey Bishop 
John Hamilton 
Carl Johnson 
Deepak Marwah 
Julie Sandri 
Mary Ann Swerdfeger 
Lucinda Santiago 
Krystyna Berman 
Kevin Blancq 
Gary Fogel 
Joseph Meyers 
Curti s Stewart* 
Richard Titone 
Paula Washington 
Position 
Assistant Principal of the Music Department 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Vocal Teacher 
Coordinator of the Instrumental Music Depatiment 
Instrumental Music Teacher 
Instrumental Music Teacher 
Instrumental Music Teacher 
Instrumental Music Teacher 
Instrumental Music Teacher 
Instrumental Music Teacher 
*Curtis Stewart is a pmi-time teacher and conducts the beginning string orchestra. These 
students are pi ano and guitar majors. 
1.
109 Ca rl .J ohnson interview with Peri s Alban, November 3, 2010 . Manhattan , NY. 
13 10 
.J ohn Hamilt on int erview with Peri s Alban, May 26. 2010 . Manhattan. NY . 
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School Auditions 
The auditions begin in early November and continue throughout December. The 
auditions are held in two rounds on Saturday and Sunday, the first beginning at 8 a. m. 
and the second at 12 p. m. Students begin arriving at the school by 6:00 a. m. for the 
morning audition and 10 a. m. for the afternoon session. By the time applicants are 
admitted into the building, there is a line that encompasses the outside of the school from 
West 651h Street and Amsterdam Avenue to West 641h Street and West End Avenue. The 
audition may last three to four hours, longer if an applicant is auditioning for more than 
one studio. Audition day is a grueling experience for both students and parents. While the 
drama and dance departments have call-backs, 131 1 the music, art, and technical theater 
depmiments do not. The audition results are mailed to junior high school counselors in 
early spring who then deliver the much-anticipated letters of acceptance or rejection to 
students. In 2009 over 9,000 applicants auditioned and the school accepted 664 students. 
The school's website provides an overview of the school ' s admissions criteria and who 
may audition and how: 
Acceptance to LaGuardia Arts is based on a competitive audition and review of 
student records to ensure success in both the demanding studio work and the 
challenging academic programs. Students who are New York City residents in the 
8th or 9th grade are eligible to audition. In September of the 8th or 9th grade, your 
child should infonn his/her guidance counselor of his/her decision so that an 
admission ticket can be issued for the appropriate audition(s). 131 2 
1 
'
1 1 The dance and drama departments accept the least number of students but have the 
largest pool of applicants . Therefore, instead of choosing students based on one audition they 
have call-backs . Information provided by Mark Striklin, Assistant Principal , Pupil Personnel 
Services during an interview with Peris Alban, May 12,2010. Manhattan, NY. 
l<\2 LaGuardia Arts HS .. Audition Overview," 
http: //vvww .laguard i<1hs.org/appl ication/overview. html accessed 6 September 20 I 0. 
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The school also clarifies that preparing for the audition is essential. Titone remembered, 
"I did auditions during the major budget cuts of the mid-1990s and students were walking 
in with recorders desperate to get in. We have specific feeder schools but if they dry up 
then we will have problems." 1313 Hamilton also readily admits that some students have no 
business auditioning at the school. They have no concept of "having a tonal center and 
there is no audition preparation what -so-ever. " 13 14 Students audition because of the 
"school 's reputation and that it is so much better than their neighborhood school. 
Students think they will be discovered and this is their ticket to Broadway." 13 15 
The school's website does provide clear guidelines as to what the music audition 
entails, and in 2010 the school held an "Audition Tips Meeting" in October. At that 
meeting, Fleischer and Santiago answered many questions that pertained to the vocal and 
instrumental music auditions. Fleischer reiterated that you have to have passion when 
students and parents kept asking what the jurors look for in an audition. ''Pick a piece that 
. b "1 1 1 d . " 1316 1 . -C" d 1 you are passionate a out, not necessan y t 1e 1ar est piece, s 1e 111101111e t 1e 
instrumental music hopefuls. For the vocalists she counseled, "The jurors look for 
someone who can embody a song. They will make the listener feel like this is the most 
important song in the world." 1317 The meeting's most impotiant piece ofinfonnation was 
Fleischer's realistic portrayal of the school and its expectations of the student: 
This is one of the best schools in the country. You have to want to come here so 
badly you can taste it. I can ' t say anything other than that. Apati from my famil y, 
11
1.
1 Richard Titone interview with Peris Alban, May 25, 2010. Manhattan, NY. 
1.
114 John Hamilton interv iew with Peri s Alban, May 26, 2010. Manhattan, NY. 
1115 Ibid. 
111 (' Bemice Fleischer in '"Music Department Audition Tips Meeting:· October 19. 20 I 0. 
1.117 Ibid . 
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playing piano is the most important thing in my life. I can ' t wait to play the piano 
every single day. If you feel passionate about music then this is the place for you, 
If you have to think about it, then I don ' t know what to say.1318 
The vocal depmiment offers a recommended audition song list for vocalists but Fleischer 
emphasized that it is only a recommendation. See Table 86 for the recommended song 
list. 
Table 86 
Recommended Song List For Vocal Auditions 13 19 
Song 
America 
America the Beautiful 
Ash Grove 
Caro Mio Ben 
Danny Boy 
Do I Love You, from Cinderella 
Do Re Mi , from The Sound of Music 
Drink to Me Only With Thine Eyes 
Edelweiss, from The Sound ofMusic 
Getting to Know You, from The King 
and I 
Give Me Jesus 
Go Down Moses 
Go Tell It On the Mountain 
God Bless America 
Greensleeves 
He's Got the Whole World 
How Are Things in Glocca Morra, 
from Finnian 's Rainbov1· 
I Believe 
I Could Have Danced All Night, 
from My fair Lady 
Composer or Genre 
American Patriotic 
American Patriotic 
British Folk Song 
Antonio Caldera 
Irish Folk Song 
Richard Rogers 
Richard Rogers 
American Folk Song 
Richard Rogers 
Richard Rogers 
African American Traditional 
African American Traditional 
African American Spiritual 
American Patriotic 
British Folk Song 
African American Traditional 
Bmion Lane 
Erwin Drake 
Alan Jay Lerner 
1.
1 18 B emice Flei scher in .. Music Department Auditio n Tips Meeting:· October 19, 20 I 0. 
t:II'J LaGuardia Arts HS .. Audition Overview: · 
http: //www .laguardiahs. org/applicati on/overview .html accessed 6 Sept ember 20 I 0. 
I Feel Pretty, from West Side Story 
I Know Where I'm Going 
In My Own Little Corner, from 
Cinderella 
Johnny Has Gone For A Soldier 
Long Long Ago 
Look to the Rainbow, from 
Finnian 's Rainbow 
My Favorite Things, from The Sound 
Of Music 
My Funny Valentine, from Babes in Arms 
Nel Cor Piu Non Mi Sento 
0 Cessate 
Poor Wayfaring Stranger 
Scarborough Fair 
SeTu Mami 
Sea Fever 
Sebben Crudele 
Shenandoah 
Simple Gifts 
Somewhere, from West Side Story 
Steal Away 
Swing Low Sweet Chariot 
Ten Minutes Ago, from Cinderella 
This Is My Country 
This Little Light of Mine 
Tu Lo Sai 
Water is Wide 
When You Wish Upon a Star, from 
Pinocchio 
Wouldn ' t It Be Loverly, from My Fair 
Lady 
Leonard Bernstein 
American Folk Song 
Richard Rogers 
American Patriotic 
American Folk Song 
Burton Lane 
Richard Rogers 
Richard Rogers 
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Giovmmi Paisiello 
Alessandro Scarlatti 
American Folk Song 
American Folk Song 
Giovanni Battista Pergolesi 
John Ireland 
Antonio Caldara 
American Folk Song 
Appalachian Folk Song 
Leonard Bernstein 
African Ame1ican Traditional 
African Ame1ican Traditional 
Richard Rogers 
American Patriotic 
African American Traditional 
Giuseppe Torelli 
American Folk Song 
Leigh Harline 
Alan Jay Lerner 
Due to the volume of applicants, the school invites professional musicians and 
retired music teachers to assist with the auditions. Since 2009, the Parents Association 
has provided funds to underwrite the cost of the auditions due to the school's budgetary 
cuts. The audition room has two to three jurors who use a rating sheet to evaluate each 
student. The ratin g sheet now utili zes a scale of l to 5, with 5 being the hi ghest and 1 the 
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lowest. At the end of every audition day the coordinator ananges the rating sheets by 
rank for Bruno. If a student does not pass the audition, Bruno does not see their rating 
sheet. Instead, they are locked in a cabinet. 
When students and parents first enter the school , Turner and Stricklin escort them 
into the Little Theater. There, they are given infonnation that pertains to the day. 
Students are then escorted to their respective studios that follow their own audition 
protocols. Parents are not allowed to accompany the students to the audition floors . 
Before each student enters the audition room they are asked to write a short essay on why 
they want to attend LaGuardia Arts HS. Bruno reads each of these essays. Bruno 
emphasizes the impmiance of these essays because they provide her with a wealth of 
information about the student that assists in her decision on whether to accept a student or 
not. In conjunction to reading the essays, Bruno inspects each student ' s i 11 grade 
transcript. Although a dual mission school, Bruno quickly acknowledges that several 
mitigating factors influence her decisions regarding acceptance and rejection. She looks 
at a student's absence rate, students ' patiicipation in school and extra-cun·icular music 
activities, and students ' demonstration of raw talent that can be molded and developed at 
LaGuardia Arts HS. Ifthere is a sudden decline in academic grades, Bruno will call the 
student's guidance counselor to find out the reason. Oftentimes, Bruno discovers that a 
student lost a parent to illness or were sick themselves . If the potential student audition 
went well , she would probably accept that student. Bruno recogni zes that she is less 
inclined to accept a student who has a successful perfom1ing and acting career 1320 
I Pi) I l 
·- PP AS does accept t 1ese slue ent s. 
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already. She more readily accepts those students who demonstrate potential. She looks 
for "raw talent" 132 1 in students who have not been given opportunities thus far to develop 
that talent. Since the school has a resource room, Bruno will admit a student who scores a 
2 on the state-wide math and ELA exams if their audition was a solid one. The jurors will 
on occasion write on the rating sheet, "You must admit her/ him," or "This one is very 
talented." 1322 
Music teachers remain adamant that those students who are extremely talented but 
are academically weak should be offered a seat at the school. Johnson admits, 
We don ' t get every student we want. I think their transcripts have some bearing 
on that. I think students with weak transcripts who do an exceptional audition 
should be accepted because music might be the only thing that sets that student 
apmi. If our school doesn't accept them where are they going to go? 1323 
Johnson further warned that the school must not lose sight of its arts mission to satisfy 
city and state academic mandates but he quickly capitulated, "Students have to be 
disciplined and willing because we have a supp011 system for struggling students. " 1 3 ~ 4 
Hamilton acknowledges, " It ' s unfortunate that this academic/arts dilemma is playing out 
all over the country. What's even sadder is that educators who set criteria don ' t see the 
value in the mis." 1325 
Penny Frank who taught dance at SPA and LaGuardia, and graduated from the 
HSMA in 1956, commented on arts education's current status in relation to academic 
mandates that can potentially hurt talented m1ists: 
1
·
12 1 Kim Bruno interview with Peris Alban, M arch 10, 2011. Manhattan, NY. 
1m Ibid . 
11
:>.1 Carl Johnson interview with Peris Alban, November 3, 20 I 0. Manhattan. NY . 
1
.
1
:>4 Ibid . 
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' Jo hn Hamilton int erv iew w ith Peri s Alban, May 26. 20 10 . Manhattan . NY. 
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I think the saddest thing for me, is the threat today that so many talented 
youngsters will never get the chance to experience the possibility of 'making it ' in 
the arts because of the emphasis put on their academic records and test scores for 
admission. I know of many renowned actors and dancers who never would have 
been accepted by today' s standards. Talent alone was the ticket into Performing 
Arts, and developing this was the mission of the school. 1326 
Bruno takes eight weeks to make her decisions regarding admissions. In 2010, she 
never reviewed transcripts for students who scored a 3 on the audition because she 
admitted a strong pool of applicants who scored 4 and 5s in the auditions. Those eight 
weeks also coincide with the school ' s musical theater production that she produces. She 
has not found a more suitable time in the schedule for the musical , hence, during those 
eight weeks Bruno spends a tremendous amount of her time at the school. 
Accepted students are invited to an Open House in February prior to submitting 
their acceptance letters to the NYCDOE. Each studio and academic depmiment gives 
demonstration classes that are followed by a question and answer session. Once students 
have submitted their acceptance letters, they return to the school in June to take a math 
and foreign language placement tests. 
Academic and Music Curriculum 
As the nation fell into a recession during the latter pmi of the second decade of the 
new millennium, New York City was not spared. The NYCDOE sutTered its share of 
financial crisis that affected every school's annual budget. LaGuardia Arts HS suffered 
the brunt of the budget cuts during the 2009- 2010 academic school year. Table 87 
L\ 26 Penny Frank, '"Teacher Recoll ections,' · in Class of 2005 Yeurhook. Court esy of 
Alumni and Friends. 
identifies the school ' s budget from 2008 to 2011. 
Table 87 
LaGuardia Arts Budget 
Academic Year 
2008- 2009 
2009- 2010 
2010- 2011 
Budget 
$16,367.519 
$15, 498.280 
$15, 603.433 
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To navigate the school through the budget deficit of the 2009-2010 academic year, Bruno 
and the SLT 1327 implemented several "strategies to absorb the reduction in funds." 13n 
These included: 
• Eliminating the school's eleven-period day to a nine-period day, thereby 
increasing instructional time from 40 minutes to 45 minutes per pe1iod, and 
allowing for an "additional 25 minutes of instruction per week," 1329 in each class 
period 
• Scaling back academic electives 
• Eliminating one daily period of instruction for the music and art studios 
• Incorporating the ·'mandated science laboratory component of Regents science 
courses" 133 0 into the regular science classes, thereby benefiting students with the 
same teacher for both Jabs and classes 
1
'
27 Acronym for School Leadership Team 
132 s Kim Bruno to LaGuardia Art s parents , July 28 , 2009. Courtesy of Kim Bruno. 
I.'"') lbid. 
1
·' ·'
11 Ibid. 
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The Alumni and Friends Association and Parents Association pledged their support to 
Bruno and the school promising to "do everything in their power to help [the school] 
weather these difficult times." 133 1 Students continued to schedule classes although there 
were fewer of them to choose from. 
Both the academic and music curriculum follow a sequential course of study that 
commences with the core courses. The core classes in both academics and studios must 
be completed before a student can advance to the next grade level. Students register for 
classes online through a website identified as Daedalus, run through the program office. 
The school ' s programming philosophy reads as follows , ''The Program Office's main 
goal is to schedule students in a manner that best satisfies their educational needs in 
.c . . h 1 I I ' d I . . " 1337 A d I conJonmty w1t t 1e sc 100 s ua miSSIOn ... - stu ent must 1ave: 
1) A minimum of seven periods, which includes lunch 
2) A valid third period class for attendance 
3) A designated lunch period 
4) Requested courses that fit within the confines of a ten period day, which includes 
1333 lunch. 
Program Office personnel clearly state that it is the student's responsibility to ensure they 
complete all coursework that will fulfill the school's graduation requirements, and that 
students are to meet with their guidance counselor twice a year for transcript review. 
Once a student registers for classes the student is guaranteed those classes unless: 
u.< l Kim Bruno to LaGuardi a Arts parents, July 28 , 2009. Courtesy ofKim Bruno. 
1
·'
32 LaGuardia Arts HS , The Program OfJice, 
http ://www. laguardi ahs. org/app licat ion/overview.html accessed 17 November 2010. 
i.< .n 1bicl. 
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1) The class is oversubscribed 
2) The class is eliminated due to budgetary restraints, space restraints, or low 
registration 
3) Course selections conflict. 1334 
The school has over 200 course selections each semester that are computerized. A 
complicated student schedule due to honors, electives, and AP courses, make it more 
difficult to schedule their classes. Therefore, if the computer cannot offer a student his or 
her first choices it will "offer the best second match that will fit into [their] schedule." 
Academic Curriculum 
Currently, every student must take classes in the core subjects: English, foreign 
language, health and physical education, mathematics, science, and social studies. If a 
student fails the course, which includes physical education, he or she is mandated to 
attend summer school. The successful completion of all coursework allows students to 
graduate with a New York City diploma that meets the Department of Education and 
State academic requirements. Over 75% of students graduate with an Advanced Regents 
or an Advanced Regents with Honors Diploma. If students wish to graduate with a 
studio-endorsed diploma in addition to the city and/or Advanced Regents diploma they 
must meet the "special requirements of their studio," 1335 that entails passing ·'either a 
1114 LnGuardi a A1is l-IS , The Program Office, 
http: //www .\aguardiahs. org/application/overview.html accessed 17 November 20 I 0. 
1
·' ·" L3Guardia Arts l-IS C3talog:ue, 2010~2011 . 
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comprehensive written examination or exhibit a satisfactory level of perfonnance." 1336 
Students are allowed to request honors classes in academic subjects during their freshman 
year. Juniors and seniors may take AP courses if offered with the exception of AP World 
History that is offered during sophomore year. Students must take English, social studies, 
and physical education for four years, mathematics and science for three years, and 
foreign language for one year. 
Foreign language courses have been adversely affected by the budget cuts of 
2009, as have AP math and science courses. As of2010, students were only required to 
complete one year of foreign language. The school amended its foreign language 
requirements by instituting pre-requisites for those students who wanted to advance. If a 
student desired a foreign language class past their freshman year they had to score a 90 or 
above in the class to advance. Previously, the passing grade was 65. Foreign language 
was thus affected because the school needed to hire additional personnel to teach the 4th 
year classes. 
Despite being a state-of-the-art facility, the library had not been well-maintained 
since 1984. Therefore, when Susannah Tamarkin became the school ' s new librarian in 
2010, she found it in very poor condition and recognized it would take ·'some time before 
the library met the standards for secondary library programs.-· 1337 Tamarkin ' s goal has 
been to use the ··New York State School Media Program rubric to move the school 
1.
13 6 LaGuardia Arts HS Catalogue, 2010- 2011. 
1.m Susannah Tamarkin e-mail correspondence with Peri s Alban. No vember I 0, 20 I 0. 
Tamarkin is the only NYCDOE library teacher who holds a National Board Certification in 
Library Media. 
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library to a distinguished level within four years." 1338 Tamarkin also acknowledged that 
school administration and teachers were unfamiliar with two documents--the American 
Association of School Librarian ' s Standards for the 21 51 Century Leader, and NYCDOE ' s 
Information Fluency Continuum with Assessments--in assuring students' success in 
acquiring 21 st century skills. Her second goal is "ensuring that students are given 
opportunities to develop appropriate skills in infonnation technologies. " 1339 Tamarkin is 
also working on acqui1ing laptop cmis for the library so students can listen to music 
recordings, which she believes is an impotiant component of the library. 
Music Curriculum 
The instrumental music and vocal departments follow a sequential course of 
study. The studio has experienced a loss of one class period and elective course offerings 
because of the budget cuts. Freshman students only have two daily petiods of music 
instead ofthe customary three. Freshman band and orchestra was eliminated from the 
schedule as was jazz history, orchestration, conducting, and one semester of sight-
signing. Titone fears that the loss offreshman band and orchestra will ultimately affect 
the senior ensembles. Ballard says the loss of one sight-singing class for vocal majors 
during freshman year has everybody ''playing catch-up," 1340 the following year. 
The music department" s mi ssion states that it prepares students to continue "their studies 
in music conservatories, to major in music at a university, or to perfom1 
113 ~ Susannah Tamarkin e-ma il correspondence with Peri s Alban, November 10. 20 10. 
I Wl lbid. 
11.1
11 
.l ana B<tll <trd interview Wilh Peris Alban . October :21. 2010. Manhattan. NY. 
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professionally." 134 1 Both instrumental music and vocal music students must study sight-
singing, music theory, and music history. Both divisions receive master class instruction 
from members of the New York Philhannonic Orchestra and the New York City Opera. 
As part of the overall music curriculum students are mandated to attend two concerts per 
semester, complete a critique ofboth concerts and staple the conceti program to the 
critique. Both reports are tumed in to either their perfonnance class teacher or their voice 
teacher. Table 88 identifies an instrumental music student's sample sequence over the 
course of four years. The instrumental music department also has several perfom1ing 
groups that are graded. Table 89 identifies those perfom1ing groups. Table 90 identifies 
the vocal music student ' s sample sequence over four years. Both instrumentalists and 
vocalists choose from a Jist of elective classes. Table 91 identities the music depmiment ' s 
electives. 
Table 88 
Instrumental Music Student's Sample Sequence Over Four Years 
2011. 
Term 1 
Sight Singing 
Instrument Class 
Grade 9 
Grade 10 
Term2 
Theory 1 
Instrument Class 
1
·'
4 1 
' 'Music Depmiment Mission Statement", in LaGuardia Arts HS Catalogue, 2010-
Term 1 
Theory 2 
Perfonnance Group (#1) 
Instrument Class 
Term 1 
Music History 1 or 
Jazz Studies 1 
Performance Group (#1) 
Instnnnent Class 
Term 1 
Instrument Class 
Perfonnance Group (#1) 
Perfonnance Group (#2) 
or Elective 
Table 89 
Grade 11 
Grade 12 
Instrumental Music Department Performing Groups 
Perfonning Group 
Band: Intermediate & Advanced 
Chamber Music 
Junior Jazz Band 
Senior Jazz Band 
Orchestra : 
• Elementary 
• Intermediate 
• Junior 
• Senior 
Term2 
Theory 3 
Performance Group (# 1) 
Instrument Class 
Term2 
Music History 2 or 
Jazz Studies 2 
Perfonnance Group (# 1) 
Instrument Class 
Term2 
Instrument Class 
Perfonnance Group (#I) 
Perfonnance Group (#2) 
or Elective 
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Pit Orchestra: Musical Theatre 
Pit Orchestra: Opera 
Table 90 
Vocal Music Student's Sample Sequence Over Four Years 
Term 1 
Sight Singing or 
Elementary Chorus 
Voice 1 
Term 1 
Theory 1 
Voice 3 
Chorus 
Term 1 
Voice 5 or 
Solo Voice 
Music History 1 or 
Jazz Studies 1 
Chorus 
Term 1 
Mixed Chorus or 
Senior Chorus 
Elective 
Grade 9 
Grade 10 
Grade 11 
Grade 12 
Term2 
Elementary Chorus or 
Sight Singing 
Voice 2 
Term2 
Theory 2 
Voice 4 
Chorus 
Term2 
Voice 6 or 
Solo Voice 
Music History I or 
Jazz Studies I 
Chorus 
Term 2 
Mi xed Chorus or 
Senior Chorus 
Elective 
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Table 91 
Music Depmiment Electives 
Music Electives 
Chamber Music 
Gospel Choir 
Guitar 
Jazz Improvisation 
Music Technology 
Music Theory AP 
New Music Ensemble 
Opera Workshop 
Recording Studio 
Show Choir 
Note. Electives are dependent on yearly school funding. 1342 
New Music Ensemble is a new course at the school, established in late 1989. It 
teaches students how to compose and arrange contemporary music. The culminating 
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project "includes the ability of the student-songwriter to ' sell ' his or her product to class 
members and outside contacts and to participate in local and national songwriting 
contests." 1343 
John Russell taught vocal music at the school between 2003 and 2008, and during 
that period he was instrumental is having the choruses sing at a venue other than the 
school. He believed it an important learning experience for the school's various choral 
groups that they hear each other perform in a church setting. Russell and Fleischer visited 
134
" Course sequencing sampl e printed in the LaGuardia Ans HS Catalogue. 20 I 0-20 II. 
1 ' ~ 1 LaGuardia Art s HS C'<lt <dogue. 2010-2011. 
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several churches before deciding on St. Paul the Apostle located at West 60111 Street and 
Columbus Avenue in Manhattan. The school ' s choruses perfonned one concert per 
semester at St. Paul's until 2011. Subsequent chorus perfonnances have moved to the 
Riverside Church, 490 Riverside Drive (120111 Street) in Manhattan. 
When Carl Johnson came to the school in 2003, he was surprised the school did 
not have a show choir. "I thought of all places that NYC would have one," 1344 he said. 
Johnson asked Fleischer ifhe could establish a show choir and she was very suppm1ive 
but the first year was not very successful because Johnson taught the choir as an after-
school activity. During that initial year the show choir was not an auditioned choir, and 
Johnson wanted students from the other studios to have an opportunity to join the choir if 
they were interested in singing. Johnson maintains that this is one of LaGuardia's 
shortfalls that "students from other depat1ments don ' t have an opportunity to sing or play 
with an orchestra because of the schedule." 1345 Ultimately, Johnson developed the show 
choir into an elective for juniors and seniors. Johnson is well aware that finding boys is 
difficult because the boys are in so much demand in the vocal department. He 
acknowledged, " It would make sense to have boys from the other studios sing with 
us."
1346 The show choir perfonns once a year in spring. Johnson does not choreograph 
the songs. He works with Greg Sinacori from the dance depm1ment who arranges the 
choreography. Sinacori meets with the choir twice a week. Johnson has seen a surge in 
the number of students who want to audition since the TV series Glee has aired. He 
l .q-1 Carl Johnson interview with Peris Alban, November 3, 2010. Manhatta n, NY. 
1
'
45 Ibid. 
1
.
14r' Ibid. 
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quickly stated that "Glee is nothing like the classroom. It would be nice to have an 
orchestra there to rehearse fi·om the stmi, the next class have students in costume, and 
then add the choreography. Glee has nothing to do with our reality but it has helped. " 134 7 
When SPA was an independent school , music students had to prepare for juries 
every semester. Since HSMA students were not accustomed to this procedure Kosakoff 
suspended the juries for some time after relocation. The juries have since been reinstated 
but only for juniors and seniors. Instrumental music and vocal students follow specific 
guidelines for jury preparation. Instrumental music students must prepare "one major 
piece from the repertoire for your instrument," 134 8 two contrasting etudes, and all major 
and minor scales and arpeggios. Juries are held during Regents week in January and June. 
Students are to dress professionally and anive half an hour before their designated jury 
time. Seniors are instructed they cannot perfonn the same repe1ioire as in junior year and 
"failure to attend or pass the jury will result in the withholding of the music endorsement 
on your diploma.' ' 1349 Faculty members must approve students ' repe1ioire prior to the 
JUnes . 
Vocal students are required to perfom1 two songs, one in Italian and the other in 
the language of their choice. "Music must be memorized and presented to the 
accompanist in the conect key in a three-ring binder, no plastic sheets. " 1350 Vocal 
students were also instructed to dress professionally and anive early. Vocal students were 
provided with a list of approved repertoire for jury selection. All other selections had to 
1
·
147 Carl Johnson interview with Peris Alban, November 3, 2010. Manhattan, NY. 
1.
148 Bernice Fl eischer, '".Jury Preparation Letter," December 3, 2009. 
IWJ Bernice Fleischer, '"Vocal Jury Preparation Letter,·· November 25 , 2009. 
11
'
0 Ibid. 
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be pre-approved by a voice teacher. As with the instrumentalists, failure to attend or pass 
juries would result in the withholding of the music endorsement on their diploma. All 
jury grades appeared on students' transcripts. 
Music students who wish to graduate with a music endorsement must take and 
pass the school ' s music comprehensive exam. Juniors typically take the exam in June 
during Regents week. The exam includes music history questions, a listening section, 
theory, score reading, and the use of deductive reasoning to answer questions. In 2009, 
New York State introduced a music Regents exam in conjunction with the New York 
State School Music Association (NYSSMA). In addition to the written portion of the 
exam, students must pass the NYSSMA jury. This exam takes place in June as well. 
Hamilton, who is in charge of the school's music comprehensive exam, believes the 
school will "eventually get rid of the in-house exam and have students take only the 
Regents. " 1351 He admitted that the school's exam is much tougher than the Regents. ""Last 
year [2009] our students laughed at the Regents questions because they seemed so 
d d . . , 1352 .H .1 b 1. l .c watere - own m companson to our exam. ami ton e I eves t 1e reason tOr 
discontinuing the in-house comprehensive is linked to the school's test scores and 
accountability that must be reported to the city and state. 
The jazz department, headed by Kevin Blancq, has a partnership with the 
Thelonius Monk Institute of Jazz . The Institute ' s mission in pminership with LaGuardia 
Arts HS ' s jazz depmiment is as follows: 
115 1 John Hamilton interview with Peri s Alban, M ay 26 , 2010 Manhattan . NY. 
IN Ibid . 
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The Thelonius Monk Institute of Jazz program at LaGuardia Arts has been 
designated to help facilitate the education ofNew York ' s gifted high school music 
students, offering them an oppmiunity to participate in a highly specialized 
performance-based jazz curriculum, study with some ofthe world ' s most eminent 
jazz artists, perfonn in a jazz combo comprised of their peers, and prepare for 
entry into the country' s most distinguished conservatories and university school 
of music. 1353 
The school has two jazz combos and students "study, explore, and perform all styles of 
jazz from its inception to today. " 1354 Students are also encouraged to compose jazz music. 
The Institute provides the jazz depmiment with funding for guest artists and educators to 
come work with jazz students , and members of the Institute "provides ongoing 
consultation regarding curriculum development and instructional methodology," 1355 with 
Blancq. 
The instrumental music department has an instrument repair shop located in the 
basement of the school. The workers spend a few hours per week at the school in addition 
to working in instrumental repair stores in Manhattan. If a repair is straightforward, 
instruments are returned to students the same day. However, there are occasions when 
students must leave their instruments in the shop. The Alumni and Friends and Parents 
Association provide funding for the workers. They are not funded by the NYCDOE. 
Comprehensi1 'e Education Plan 
1 '~' Semi -annua I Co nce rt Program, May 13, 2011. attended by Peri s Alban. 
IN ]bid. 
1 ·"~ Ibid . 
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Every school in NYC must submit a yearly comprehensive education plan (CEP) 
to the NYCDOE.1356 The report includes information on the school ' s demographics, its 
profile, accomplishments and challenges, and the school's annual goals. School 
enrollment was stable between 2007 and 2010. Table 92 identifies the number of students 
in attendance between 2007 and 2010. 
Table 92 
School Enrollment from 2007-2010 
Academic Year 
2007-2008 
2008-2009 
2009-2010 
School Enrollment 
2572 
2501 
2527 
Note. School enrollment for 2011-2012 was 2576. School enrollment for 2012 -2013 has 
increased to 2,700. 
The school does not have students that must be taught in a self-contained class but some 
students do require academic intervention provided in a resource room. Table 93 
identifies the number of students who required services in a resource room from 2007 to 
2010. 
Table 93 
Number of Students with Services in a Resource Room Between 2007 and 20 I 0 
1
'
5
h Data and info rmation for the school's CEP 2010-2011 is available on the NYCDOE"s 
webs it e. http ://sc hoo ls. nyc.gov/Schoo!Portals/03 /M485/default.htm accessed 24 August 20 12. 
Academic Year 
2007-2008 
2008-2009 
2009-2010 
Number of Students 
19 
24 
23 
For unknown reasons the number of English Language Learners has decreased 
significantly since 2008. Table 94 identifies the number of English Language Learners 
that attended the school between 2007 and 2010. 
Table 94 
English Language Leamers Attending Between 2007 and 2010 
Academic Year 
2007-2008 
2008-2009 
2009-2010 
English Language Learners 
10 
6 
3 
LaGuardia Arts HS 's list of accomplishments is remarkable. Among them are: 
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• LaGuardia A1is received an "A" on the 2009- 2010 and the 2008- 2009 
Progress Reports ; was recognized as "Outstanding" on the 2007- 2008 School 
Quality Review, and eamed an A on the 2007- 08 Progress Report , the only 
Specialized High School to receive this distinction; and was among only 134 
schools who eamed both the highest rating of"A'" on the Progress Report and the 
top status of''well developed" on the School Quality Review for the 2006-2007 
school year. 
• In November 2010, the Blackboard Awards recognized LaGuardia Arts as an 
Outstanding High School for the City ofNew York. 
• Recogni zed by U.S NeH'S & World Report in their December 2007 issue of 
America's Best High School as a Silver Medal School, one of 405 top-perfom1ing 
high schools nationwide based on college readiness perfom1ance, using Advanced 
Placement data as the benchmark for success. 
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• Cohort Graduation Rate is 98%, which puts the school in the top 95% of schools 
in NYC. 
• Established the Academic Intervention Services (AIS) Program to provide support 
to at-risk students. These included: resource room supp01i, lunch periods, after-
school and week-end tutoring, provided students with weekly progress rep01is and 
interim reports, and "PM School Academy" to enable students to complete failed 
courses, mid-term and final exam preparation, and Regents preparation. 
The school and its students have received many awards and accolades that include: 
• William Byrd Scholars 
• Advanced Placement Scholars with Honors 
• National Merit Achievement winners 
• Honors include: 8 time winner of American Theatre Wing Tony Award for 
Excellence in Education and for support of the American theatre community, 
Drama Desk Excellence in Acting, Essentially Ellington, Sony Corporation 
Award, BMI Foundation Award, Betielsman Music Award, Rothko Awards, 
National Council ofTeachers of English Award , Literary Magazine Award of 
Excellence, The Lincoln Douglas Debate Team Prize, Intel Competition: fin alists 
& semi-finalists. Writing awards include awards from: National Endowment for 
the Humanities, Young Playwrights, Barnard College, American Scholastic Press 
Association, The Alliance for Young Atiists & Writers, NCTE Excellence in 
Student Literary Magazines 
• Recipient of a $2,000,000 endowment from the Talented Students in the Atis 
Initiative (TSAI), a collaboration of the Doris Duke Charitable Foundation and 
the SURDNA Foundation. A total of 5 public perfonning arts high schools and 10 
national perfonning arts training institutions in the country receive grants through 
TSAI. This annual grant funds master classes, workshops, private voice lessons, 
and professional mis consultants 
• Honored in 2005 by National Foundation of the Atis for having more Atis 
Recognition and Talent Search ARTS winners than any other school in the nation 
over the last 3 5 years 
• Awarded a $650,000 grant from the New York City Council to renovate the 
Concert Hall and establish a state-of-the- art Piano Lab for 2006-07 academic 
year 
• Awarded a $750,000 grant from the New York City Council to purchase Steinway 
pianos for the 2008-09 academic year 
• Awarded a $215 ,000 grant from the New York City Council to upgrade 
Perfonnance Space Lighting 
• Awarded $105,000 annual V ATEA Grant (Vocational Technical Education Act) 
to supp011 the Technical Theatre Program 
• An award winning athletic program. 2009- 20 I 0 season highli ghts included: Girls 
Soccer quarter finalists , Boys Gymnastics, 2nd Place at City Championships, 
Girls Cross Country Borough Champions, and Girls Softball, Division B City 
Champions. 1357 
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The administration listed many school strengths that include: being a model for 
"schools of the arts throughout the world because [it] provides a uniquely balanced 
educational experience that includes both rigorous conservatory arts training and a 
challenging comprehensive college-preparatory academic program," 1358 and members of 
the faculty have "superb m1istic accomplishments in their own rights as professional 
performers, conductors, writers, choreographers, artists, and museum curators." 1359 Some 
ofthe school ' s challenges include "meeting the needs ofboth studio and academics in a 
dual mission school," 1360 and implementing strategies to " improve interdisciplinary 
education" 136 1 between the academic and studio departments. 
For the 2010- 2011 academic year the administration and School Leadership 
Team (SLT) identified three goals that it wanted the school to meet. These were: 
1) To increase Regents and studio comprehensive exam passing rates that included 
having 98% of all 1 0111 grade students pass a math Regents exam, and 95% of all 
eligible students pass a studio comprehensive exam by June 2011 . 
2) To accelerate student achievement that included having 35% of all 10111 grade 
students pass the ELA Regents exam, and 95% of all students fulfilling the 
foreign language requirement for graduation by the end of 10111 grade in June 
1
'
57 Infom1ation provided from the school"s CEP 2010-2011 ava ilable on the NYCDOE "s 
website. http ://school s .nyc.gov/Schoo1Portals/03 /M485/defmtlt.htm accessed 24 August 2012. 
tm Ibid. 
1w1 Ibid. 
1
'
60 Ibid. 
I )(>I Ibid . 
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2011 , and to align the English and social studies cuniculum to "promote cross-
curricular collaboration and student mastery." 1362 
3) To implement the school 's technology plan that included the increase in use of 
technology in the classroom, that teachers use data to support student 
achievement, to "increase communication with parents via e-mail and 
Daedalus," 1363 and increase the "number of students who use on-line databases to 
. 1 . h k"ll " 1364 1m prove t 1e1r researc s 1 s. 
There has been another shift in education since 2009 that supports a common core 
curriculum, and on Jul y 19, 2010, New York State' s Regents P-12 Education Committee 
and the Regents Standards Work Group voted to adopt the common core cuniculum for 
academic subjects. The common core curriculum ' s mission is to: 
Provide a consistent, clear understanding of what students are expected to leam, 
so teachers and parents know what they need to do to help them . The standards 
are designed to be robust and relevant to the real world , reflecting the knowledge 
and skill s that our young people need for success in college and careers. With 
American students fully prepared for the future, our communities will be best 
positioned to compete successfully in the global economy. 1365 
Bruno agrees with the common core cuniculum ' s mission that has " led to creative 
and interesting discussion among her staff." Her focus has been on the implementation 
of a "uni versal rubric fo r all students in all subjects" across all grade levels. Bruno is 
quick to state that using a uni versal rubric does not mean that her staff must teach 
1162 Informa tion provided from the school's CEP 20 10- 201 1 avai lable on the NYCDOE" s 
website. http ://schools.nyc.gov/Schoo!Portals/03/M485/defa ul t.htm accessed 24 August 20 12. 
1161 Ibid. 
116
.j Ibid. 
1 ·' ~> 5 ··common Core C urriculum Miss ion Statement ,' . http ://www.corestandards.org 
accessed 24 Au gus\ 20 12. 
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material in the same manner. What the rubric does allow is a " leveling out of grades 
making clear what every student must know before proceeding to the next grade level. " 
Her staff, she believes, has a tangible means for seeing student growth that Bruno 
identifies as " setting the expectation." 
Bruno would like to establish more cross-departmental curricular opportunities as 
well. At present, vocalists perfonn in the foreign language classes, instrumental music 
students accompany dance and drama productions, and art students provide illustrations 
and diagrams in science and social studies. Academic teachers are beginning to 
informally observe studio teachers and Helfgott stated, " I hope there will come a day 
when studio teachers will visit the academic classes too. " 
School Performances 
The school has a busy perfonnance schedule during the academic year. The music 
department perfonns over thirty concerts allowing every ensemble an opportunity to 
perform for the public. All perfonnances are held at the school with the exception of the 
vocal depm1ment ' s fall and spring concerts that were held at St. Paul the Apostle Church 
until 2011 . Subsequently, these concet1s have relocated to Riverside Church in upper 
Manhattan . 
The school continues the HSMA ' s tradition ofperfom1ing two semi-annual 
concerts per year. Repertoire is focused on the Westem classical tradition for the senior 
orchestra, now recogni zed as the LaGuardia Symphony Orchestra, and the senior chorus. 
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Table 95 identifies select repertoire the LaGuardia Symphony Orchestra performed 
between 2003 and 2011. 
Table 95 
LaGuardia Symphony Orchestra Select Repe1ioire 2003- 2011 
Composition Composer Conductor Year 
Conductor 
March to the Hector Berlioz Jerry Ulrich January 2003 
Scaffold from 
Symphonie Fantastique 
Romeo and Juliet Peter Tchaikovsky Joseph Meyers June 2003 
Overture 
Festive 01 •erture Dimihi Shostakovich 
Symphony No. 5, Peter Tchaikovsky Paula Washington June 2004 
Op. 64, Mvt. 3 
Carnival Overture Antonin Dvorak James Minenna January 2005 
Op. 92 
Introduction and Edward Elgar 
All egro, Op. 47 
Fanf'are for the Aaron Copland James Minenna June 2005 
Common Man 
Capriccio Espagnol, Nicolai Rimsky-
Op. 34 Korsakov 
Leonore Overture Ludwig van Lucinda Santiago June 2006 
No.3 , Op. 72 Beethoven 
Symphony No. 5 Antonin Dvorak Lucinda Santiago January 2007 
Porgy and Bess, George Gershwin 
A Symphonic Picture 
for Orchestra 
Th e Thie1•ing Magpie Gioacchino Ross ini Lucinda Santiago .I anuary 2008 
Overture 
Symphony No. 5 
Op. 47 
Dimitri Shostakovich Lucinda Santiago 
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June 2008 
Die Fleidermaus 
Overture 
Johann Strauss Lucinda Santiago January 2009 
Overture to the 
opera, Don Giovanni 
K. 527 
Leonore Overture 
No.3, Op. 72 
Symphony No. 5 
Op. 47 
Symphony No. 1 
Titan 
W. A. Mozati Lucinda Santiago 
Ludwig van Lucinda Santiago 
Beethoven 
Dimitri Shostakovich 
Gustav Mahler Lucinda Santiago 
Note. Some semi-annual concert programs were not available. 
June 20 10 
January 2011 
June 2011 
Two semi-annual conce1is deserve special recognition . The first , January 2003 , 
included works that were ananged and composed by Jeny Ulrich, vocal teacher. The 
LaGuardia Symphony Orchestra performed Ulrich 's anangement of "Nobody Knows the 
Trouble I' ve Seen". Additionally, the seni or and youth choruses and orchestra perfonned 
Ulrich ' s Requiem, Op. 30, composed in 2001 . Ulrich selected the text from the Requiem 
Mass and chi ldren's poems from Theresienstadt Concentration Camp. 1366 Also perfonned 
was Mario Spinetti's composition, Another Ordinmy Day, perfonned by the orchestra. 
Spinetti graduated in June 2003 . The second semi-annual concert of June 2008 included a 
perfonnance of Christopher Castro·s ori ginal composition, Essayfor Orchestra. Castro 
I .'M' .J an uary 2003 Sem i-Ann u<1 l Concert Progn:1m. Courtesy of Ki m Bruno. 
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won the Charles Fox Composition Award, graduated in June 2008 , and continued with 
double bass and composition studies at The Juilliard School of Music. 
Most of the semi-annual concerts concluded with a joint perfonnance by the 
LaGuardia Symphony Orchestra and chorus. Table 96 identifies the repertoire that both 
ensembles perfonned between 2003 and 2011 . 
Table 96 
LaGuardia Symphony Orchestra and Chorus Semi-Annual Conce1is 2003-2011 
Composition Composer Conductor Year 
Requiem Op. 30 J eiTy Ulrich Jerry Ulrich January 2003 
(2001) 
Symphony No. 9 Ludwig van Jen·y Ulrich June 2003 
Op. 125, Mvt. 4 Beethoven 
Serenade to Music Ralph Vaughan John Russell June 2004 
Williams 
·'Antiphon" from Five Ralph Vaughan 
Mystical Songs Williams 
Gloria Francis Poulenc John Russell January 2005 
Mass in C Major Ludwig van John Russell June 2005 
Op. 86 Beethoven 
'·Hallelujah", fi·om Ludwig van 
Mount oj'Oii1'es , Beethoven 
Op. 85 
Coronation Anthems G. F. Handel John Russell January 2007 
Chichester Psalms Leonard Bernstein John Russell January 2008 
Requiem, K. 626 W. A. Mozart John Russell June 2008 
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Elijah Felix Mendelssohn J ana Ballard January 2009 
Carmina Burana, Carl Orff J ana Ballard June 2010 
Cantiones profanae, 
Partitura 
Messiah G. F. Handel Jana Ballard January 2011 
Gloria, FP 177 Francis Poulenc J ana Ballard June 2011 
In June 2006, the semi-annual concert concluded with a perfonnance of James 
Bassi's Petrarch Dances, perfonned by the LaGuardia Symphony Orchestra and senior 
chorus. Bassi composed the work for the Orchestra of St. Luke's and LaGuardia 's Senior 
Chorus. Petrarch Dances was premiered on March 22, 2006. The school was grateful for 
Bassi and the Orchestra of St. Luke 's for granting its orchestra and chorus pennission to 
perform the work on the semi-annual concert. 
Concetio concerts date back to both HSMA and SPA days. When SPA students 
scored an "A" on their juries they were given an oppmiunity to perfonn the concetio on 
the radio and at Town Hall. HSMA 's concerto performance opportunities stemmed from 
a concetio competition that was established by the New York Times and WQXR, the 
city's classical radio station. LaGuardia Arts HS instrumental music students compete in 
a concetio competition held during the winter semester. The winners perfonn in the 
March concetio concert. Between three and tlve soloists appear in each conceti that begin 
and conclude with repertoire perfonned by the LaGuardia Symphony Orchestra. Table 97 
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identifies concertos that were performed from available programs between 2005 and 
2011. 
Table 97 
Concerto Concert Repertoire Between 2005 and 2011 
Concerto Composer Year Perfonned 
Concerto in A Major W. A. Mozart March 2005 
for Clarinet, K. 622 
Concerto for Trumpet Alexander Arutunian 
(1950) 
Concerto No. 2 for Piano Dimitri Shostakovich 
Concerto No.2 in g for Camille Saint-Saens 
Piano 
Ballade pour Flute, Frank Matiin March 2008 
Orchestre a cordes et 
Piano 
Cello Concerto No. 1, Camille Saint-Saens 
Op. 33 
Piano Conce1io No. 7, W. A. Mozart 
K. 242 
Ha vanaise, Op. 83 Camille Saint-Saens 
(violin) 
Concerto for Clarinet W. A. Mozmi March 2009 
K. 622 
Cello Concerto, Op. 83 Edward Elgar 
Piano Conce1io No. 2, Sergei Rachmaninoff 
Op. 18 
Concerto No. 1 for Carl Maria von Weber 
Clarinet, Op. 73 
Cello Conce1io, Op. 101 Joseph Haydn March 20 II 
Piano Conce1io No. 13 , 
Op. 415 W. A. Mozart 
Variations on a Rococo Peter Tchaikovsky 
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Theme, Op. 33 
Note. Only one movement of each concerto was perfonned at the conce1i. 
The gospel choir ' s history dates back to 1969, when African-American students at 
HSMA demanded that repertoire other than European music be included in the school ' s 
music curriculum. The choir began as an after-school activity, and in 1971 the music 
department included the choir as an elective in the vocal depatiment ' s curriculum. The 
gospel choir perfom1ed to sold-out concerts and travelled around the city to perfonn in 
churches. The choir has a long tradition of allowing students to choose and direct the 
choir as well as having soloists. Each concert revolves around a theme. The choir may 
perform classical repe1ioire as well. Table 98 identifies the gospel choir ' s themes for 
concerts between 2003 and 2011 . 
Table 98 
Gospel Choir Concert Themes, 2003-2011 
Gospel Choir Theme 
More Than Enough 
The Light 
Unstoppable 
Set Me Free 
For Every Mountain 
Anthems ofPraise 
··well Done .. 
Journ ey 
Crossing O''er 
Director 
Ramon Reeberg 
Ramon Reeberg 
Ramon Reeberg 
Ramon Reeberg 
Ramon Reeberg 
Ramon Reeberg 
Ramon Reeberg 
Ramon Reeberg 
Pri scilla Baskerville 
Year 
November 2003 
May 2004 
January 2006 
May 2006 
May 2007 
January 2008 
May 2008 
December 2008 
February 2011 
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Two perfonnances deserve special attention. The Set Me Free concert of 2006 
was dedicated to the memory of Edith Del Valle, chairperson of the vocal department 
from 1972- 1992. During her tenure at the school Del Valle directed the gospel choir. The 
second performance, Well Done was a tribute to the work of Glenn Burleigh, who passed 
away in 2007. The performance included several ofBurleigh ' s songs: "Jesus is a Rock", 
"The Light", "Order My Steps", "My Hope is Built", "Faithful Over a Few Things", and 
.. No Coward Soldier" . 
The Show Choir perfonns Broadway show-tunes, American songs, and 
contemporary songs. Since its inaugural May 17, 2006 concert, the choir has perfonned 
the Fame Medley, by Steve Margoshes and Jacques Levy, ananged by Ryan Endris as 
either the show' s opener or the show' s finale. The movie Fame included SPA students 
and personnel as well as vocalists from the HSMA. In 2006, the choir perfonned in 
Symphony Space ' s Thalia Theater, located on West 95 111 Street in Manhattan, and in 2007 
the choir perfom1ed at the Mmjorie S. Deane Little Theater located at the West Side 
YMCA, on West 63rci Street in Manhattan. The choir appeared on the television show 
Good Day New York, on Apri l 27, 2010. Carl Johnson directs the choir. Table 99 
identifies select repertoire the show choir has perfmmed between 2006 and 2011 . 
Table 99 
Select Repertoire of the Show Choir Between 2006 and 201 1 
Song Composer 
Fame Medley 
Sunday, from Sunday in the 
Park with George 
Seasons of Love, from Rent 
Nothing, from A Chorus Line 
Guys and Dolls Medley 
Clap Yo' Hands 
Levy/ Margoshes 
Stephen Sondheim 
Jonathan Larson 
Marvin Hamlisch and Edward Kleben 
Frank Loesser 
George and Ira Gershwin 
Irving Berlin and Mark Brymer 
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There's No Business Like Show 
Business, from Annie Get Your Gun 
Don' t Stop Believin' 
Puttin' On My Ragtime Shoes 
Brand New You, from 13 
Over the Rainbow, from 
Steve Perry, Neal Schon and Jonathan Cain 
Kirby Shaw 
The Wizard of Oz 
Shout It Out Loud 
Keep Holding On 
Somebody to Love 
Corner of the Sky, from 
Pippen 
Jason Robert Brown 
E. Y. Harburg and Harlod Arlen 
Paul Stanley, Gene Simmons and Bob Ezrin 
Avril Lavigne and Lukasz Gottwald 
Freddie Mercury 
Stephen Schwartz 
The New Music Singers, directed by Robe1i Apostle, perfonn original 
compositions in an annual conce1i . This is an elective class for students who are 
interested in contemporary music. Students compose songs and instrumental 
compositions for instruments such as the electric and acoustic guitar, bass, drums , 
accordion, piano, trombone, trumpet, and tenor saxophone. 
The symphonic band, directed by Richard Titone, perfonns twice a year. Students 
perform a variety of music that includes original compositions for symphonic band and 
arrangements of familiar Baroque music. Table 100 identifies the symphonic band 
repertoire perforn1ed between 2007 and 201 0. 
Table 100 
Symphonic Band Repertoire Between 2007 and 2010 
Composition Composer 
Procession of the Nobles Nicholas Rimsky-Korsakov 
Canterbury Chorale* Jan Van der Roost 
Variations on a Korean Folk Song John Barnes Chance 
A Movement for Rosa* Mark Camphouse 
Forshay Tower Washington John Philip Sousa 
Memorial March 
English Suite Clare Grundman 
Arbon , Switzerland Anteo Fabris** 
Prelude and Fugue in Bb J. S. Bach, trans. Roland 
L. Moehlmann 
Symphonie for Band Louis E. J adin 
Plymouth Trilogy Anthony Iannaccone 
Crown Imperial , A Coronation William Walton 
March 
Irish Tune from County DeiTY Percy Grainger 
And Shepherd ' s Hey, 1918 
Canterbury Chorale, 1991 Jan Vander Roost 
Incantation and Dance, 1960 John Barnes Chance 
Appassionata and Episodes for Ethan D ' Ver** 
Woodwind Quintet 
Symphonie for Band Louis E. Jadin 
Dive11imento for Band, Op. 42 Vincent Persichetti 
Prelude and Fugue in Bb J. S. Bach 
Plymouth Trilogy Anthony Iannaccone 
*Piece conducted by guest conductor Edward Higgins. 
**LaGuardia Arts HS composition students . 
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Year 
2007 
2008 
2009 
2010 
The senior jazz band often perfonned in the same conce11 as the symphonic band. 
Kevin Blancq conducts the jazz band. The jazz band performs the stand ard jazz 
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repertoire, and students are given the oppmiunity to "solo" and improvise within a 
selection. There are occasions when the senior jazz band perfonns on its own such as in 
the March 2007 and May 2011 concerts. Table 101 identifies the senior jazz band 
repertoire from 2007 to 2011. 
Table 101 
Senior Jazz Band Repertoire From 2007 to 2011 
Composition Composer Type ofBand Year 
Mid-Riff Billy Strayhom Big Band March 2007 
Agra Billy Strayhom 
I'm Just a Lucky Duke Ellington 
So & So 
Con Alma Di zzy Gillespie 
atT. Michael Mossman 
E.T.A. Bobby Watson Sextet 
On the Plane Slide Hampton 
Rhythm-a-Ning Thelonius Monk 
Jessica's Day Quincy Jones Big Band 
The Midnight Sun Quincy Jones, 
Will Never Set arr. Bill y Byers 
Simone Frank Foster 
' Round Midni ght Thelonius Monk 
arr. Slide Hampton 
Little Rootie Tootie Thelonius Monk 
an. Slide Hampton 
Gingerbready Boy Jimmy Heath 
April in Pari s Vernon Duke, Jazz Band Nov. 2007 
arr. William 
"Wild Bill". Davis 
Lullabye ofBirdland George Shearing, 
arr . Billy Strayhorn 
Willow Weep For Ann Ronell , arr. Billy 
Me Strayhorn 
My Funny Valentine Ri chard Rodgers, arr. 
Billy Strayhorn 
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Double Talk Walk Cy Coleman, arr. Billy 
(from City of Angels) Byers, trans. Kevin Blancq 
Truckin ' Duke Ellington, arr. Big Band March 2008 
Bob Wilber 
Tiptoe Thad Jones 
My Funny Valentine Rodgers and Hmi 
arr. Billy Strayhorn 
Eighth Veil Duke Ellington 
Prelude to a Kiss Duke Ellington 
You or Me Jimmy Heath, arr. 
Noam Landy* Septet 
A Sassy Samba Jimmy Heath, arr. 
Joshua Holcomb* 
Up From the Skies Jimi Hendrix, arr. 
Jim McNeely Big Band 
Georgia on My Hoagy Cannichael 
Mind 
Kids are Pretty Thad Jones 
People 
Memory of an Claude Thomhill 
Island 
IfYou Were the Nathaniel Ayer and Clifford 
Only Girl in the Grey, arr. Bill Boden 
World 
Sleeves Jimmy Heath 
Red Cross Charlie Parker, arr. Jimmy 
Heath 
9:20 Special Earle Warren, an. Frank Jazz Band Nov. 2008 
Foster trans. Kevin Blancq 
Whisper Not Benny Golson, an. Quincy 
Jones 
The Lady in Red Mort Dixon, an. Billy 
Strayhorn 
Nostalgia in Times Charles Mingus, arr. Ronnie 
Square Cuber 
Goodbye Porkpie Charles Mingus, an. Sy 
Hat Johnson 
Moanin' Charles Mingus, aJT. Sy 
Johnson 
Never No Lament Duke Ellington Jazz Band Nov. 2009 
Squatty Roo Johnny Hodges, an. 
John Clayton 
Sunrise Serenade 
Gone 
Soul Intro/ The 
Chicken 
Rhoda Map 
Clarinade (for 
Benny Goodman) 
Portrait of Louis 
Armstrong 
Life's Incredible 
Again 
Mr. Fonebone 
Button Up Your 
Overcoat 
All Heart 
Sorta K.inda 
I'm Getting 
Sentimental Over 
You 
Sultry Serenade 
Wind Machine 
Modinha 
Alone Together 
317 East 32nd Street 
Speak Like a Child 
Louna 
Sleepy Lagoon 
Mem01ies of You 
Everyday l Have 
The Blues 
Willow Tree 
Cork 'N ' Bib 
Yardbird Suite 
*Senior student. 
':'*Junior student. 
Glenn Miller 
Gil Evans 
Alred James Ellis, arr. 
Kris Berg 
Thad Jones 
Mel Powell 
Duke Ellington 
Michael Giacchino 
Bob Mintzer 
Jazz Band 
Ray Henderson, G.B Big Band 
DeSylva, arr. Don Sebesky 
Duke Ellington and Billy 
Strayhorn 
James ' Trummy' Young, an. 
Gil Evans 
George Bassman, Ned Washington, 
arr. Noni Bernardi 
Duke Ellington, trans . Oliver 
Marsh* 
Sammy Nestico 
Antonio Carolos J obim 
Arthur Schwa1iz, Howard 
Dietz, an. Rex Bennett** 
Lennie T1istano 
Herbie Hancock, arr. 
Bob Mintzer 
Oliver Marsh* 
Eric Coates, aiT. Wan·en 
Covington 
Duo 
Septet 
Sextet 
Big Band 
Eubie Blake, Andy Razaf Duo 
John ·Peter' Chatman, arr. Big Band 
Ernie Wilkins 
Fats Waller, arr. Bob 
Brookmeyer 
Lee Konitz, an. Mark Masters 
Charlie Parker, arr. Gill Evans 
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Nov. 2010 
May 2011 
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The vocal department perfonns an annual opera or operetta as part of the Opera 
Workshop elective course. These performances are held in the spring. Table I 02 
identifies the school 's opera productions. 
Table 102 
Opera Workshop Perfonnances 
Opera/ Operetta Composer Year 
Dido and Aeneas Hem y Purcell May 2004 
Orfeo ed Euridice Willibald Gluck May 2005 
Pirates of Penzance Gilbeti and Sullivan May 2006 
The Merry Widow Franz Lehar May 2007 
The Mikado Gilbeti and Sullivan May 2008 
Naughty Matietta Rida Johnson March 20 10 
Kismet Based on themes of March 20 1 1 
Alexander Borodin 
Note. There was no opera workshop production in 2009 because of budgetary constraints. 
The school ' s musical theater production takes place every December and pti or to 
Bruno's arrival the Parents Association directed the production. Soon after Bruno atTived, 
she decided to direct the musical because it allowed her an oppot1unity to get acquainted 
with a few students in depth over the course of four months. Bruno admits that directing 
the musical can be detrimental because she is not as visible around the school as she 
would like to be on a dail y basis. Bruno opened the musical theater auditions to any 
student regardl ess of their studios. Assistant principals don 't li ke thi s .. because it takes 
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the students away from their main studios." 1367 Table 103 identifies the school's music 
theater productions from 2003 to 2011. 
Table 103 
Musical Theater Productions From 2003 to 2011 
Musical Production Composer/ Lyricist Year 
Les Miserable Music: Claude-Michel Schonberg 2003 
Lyrics: Alain Boublil 
West Side Story Music: Leonard Bernstein 2004 
Lyrics : Stephen Sondheim 
Hair Music: Galt MacDermot 2005 
Lyrics: James Rado and Gerome 
Ragni 
Ragtime Music: Stephen Flaherty 2006 
Lyrics: Lynn Ahrens 
City of Angels Music: Cy Coleman 2007 
Lyrics: David Zippel 
West Side Story Music: Leonard Bernstein 2008 
Lyrics: Stephen Sondheim 
A Chorus Line Music: Marvin Hamlisch 2009 
Lyrics: Edward Kleben 
Hairspray Music: Mark Shaiman 2010 
Lyrics : Scott Wittman and 
Mark Shaiman 
Guys and Dolls Music and Lyrics: Frank 2011 
Loesser 
There is one other type of concert at the school called the "Musicales:· These take 
place once every semester, and their purpose is to give the lower-level ensembles 
performance opportunities. Musicales are planned for three successive evenings, and they 
131
'
7 Kim Bruno interview with Peri s Alban. M<1 rch 10. 2011 . Manh<1tt<111 . NY . 
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are not as well-attended as the senior performing ensembles. Although the ensembles 
perform compositions ofless difficulty, they use original scores and not simplified 
anangements. The beginner string orchestra is for those students whose main instruments 
are piano and guitar. These students choose a string instrument in their freshman year. 
Table 104 identifies the ensembles that perfonned in the Musicales utilizing the May 
2011 programs as an example. 
Table 104 
Musicales Perfonning Ensembles May 2011 
Perfom1ing Ensemble Conductor Date 
Junior Band Krystyna Bennan Mayl6,2011 
Inte1mediate Orchestra Joseph Meyers 
Girl s Chorus Audrey Bishop 
Mixed Chorus Deepak Marwah 
Percussion Ensemble Gary Fogel May17,20 11 
Gospel Chorus* Priscilla Baskerville 
Brass Ensemble Richard Titone 
Junior Orchestra Paula Washington 
Advanced Women 's Chorus Jana Ballard 
Elementary Orchestra Cm1is Stewart May 18,2011 
Elementary Chorus Deepak Marwah 
Junior Jazz Band Kevin Blancq 
Opera Workshop * Mary Ann Swerdfeger and 
Julie Sandri, 
Pit Orchestra Joseph Meyers 
*These ensembles perto rm because their main perfom1ance and/or production may have 
already taken place. 
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Following a Musicale perfonnance by band 6 in May 2009, Betman, the band ' s 
conductor received a letter of gratitude from an audience member. Berman's rendition of 
the Firebird Suite, by Igor Stravinsky, brought the author to tears. The author 
complimented Berman on focusing on the music's expressive qualities rather than its 
mechanical ones, accomplishing this feat with high school students. 
LaGuardia Arts HS also has an annual talent show called Rising Stars. The 
Parents Association oversees this show and it is open to all LaGuardia Arts students. 
There are auditions. The talent show revolves around a theme and pmiicipants must 
perform a dance or drama piece, or sing or play a musical selection related to that theme. 
The March 2011 Rising Stars theme was A Karmic Footprint. Although teachers are not 
involved with this show, they do lend support to the cast members if needed . The show is 
student produced and directed. Additionally, "all original music, spoken pieces, 
choreography and comedic material are created by the students." 1368 
Commencement Exercises and Notable Alumni 
Commencement exercises continue to take place at A very Fisher Hall at Lincoln 
. 1369 Center. Commencement exercises programs are very sparse between 2003 and 2011 . 
The school continued to invite distinguished miists as keynote speakers. Table 105 
identifies those miists. 
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" A Kam1ic Footprint;· Conce11 Program Notes, March 4, 2011 , attended by Peris 
Alban. 
1.169 One inclusion to the commencement exercises program that denoted life in the 21 ' 1 
century was the fo llowing inst ructions at the bottom of the program, ''Please silence all cell 
phones and texting devices during the commencement ceremony.·' Graduation programs for 
2003 . 2004. 2005. 2008 . and 20 I 0. Court esy of Alumni and Friends Association . 
Table 105 
Distinguished A11ists as Keynote Speakers 2003-2010 
Artist Year 
Ben Vereen* 2004 
Wynton Marsalis 2005 
Gale A. Brewer, NYC Council Member 2008 
Lynn Nottage 1370 2010 
*Graduated from SPA in 1965 
The Processional music selections, perf01med by the LaGuardia Symphony Orchestra, 
varied. Table 1 06 identifies these selections. 
Table 106 
Processional Music Selections for Commencement Exercises 2003-2010 
Composition 
Arrival ofthe Guests at 
Wmtburg, from Tannhauser 
Triumphal March, from Aida 
Crown Imperial March 
Suite Algerienne, March Militare 
Franc;aise, Op. 60 
Composer 
Richard Wagner 
Giuseppe Verdi 
William Walton 
Camille Saint-Saens 
Year 
2003 
2004 
2005 
2008/ 2010 
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1.
170 Lym1 Nottage is an American playwright. Her work often depicts the struggles of 
African women as in her successful play Ruined that debuted on Broadway in 2007. and won a 
Pulitzer Prize for Drama in 2009. Nottage documented the struggles of Congo lese women 
surv iving the civil war in Ruined. 
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The Recessional, "March," from Felix Mendelssohn ' s Athalie, remained unchanged until 
2008, when it was changed to "Kronungsmarsch", from Giacomo Meyerbeer's Der 
Prophet. 
Bruno' s inaugural address to graduates appeared in the Class of2003 Yearbook. 
She encouraged the seniors to leave their mark on the world, "I am counting on you to 
make this world a better place." 13 7 1 The 2005 Yearbook marked a milestone in LaGuardia 
Arts HS 's history. It marked the school's 20th anniversary. Bruno made mention of this 
milestone in her greeting to the seniors and made mention of Fiorello LaGuardia as the 
originator of their school: 
.. . Your graduation year marks the 20th anniversary of the unification in this 
building of the two unique and prestigious schools that became Fiorello H. 
LaGuardia High School of Music and Art and Perfonning Atis . 
This commemorative year is an occasion to remember that our school 
name honors our long tradition of atis education, which started in 1936 when 
Mayor Fiorello H. LaGuardia opened that school that is our origin. We were the 
first school in the nation dedicated to nmiuring students with talent in the atis, and 
G d . II d I . ,. h ful - ' ' 1371 Mayor La uar ta ca e us 11s "most ope creatiOn. · -
Andrew Stehle, Yearbook advisor, summarized the school's history beautifully in his 
message to the graduates. Stehle did not shy away from the school's conflicted history 
and acknowledged the school's resiliency to continue despite those conflicts into an 
institution that finally had its own traditions, identity, and a clear vision: 
... LaGuardia ' s history is a complex one, and not short on conflict. I spoke with 
many of your teachers, past and present, who had firsthand experience with the 
move into the new school building. It did not take long to appreciate the 
emotional complexity that went along with changing one's place and by 
extension, one ' s identity. Many fom1er M&A and P.A . teachers and students 
1171 Kim Bruno address in Cl8 ss o r 2003 Yeurhouk. Colll1esy of Alumni 8ncl Friends 
Association. 
1
m Kim Bruno address in Cl;1ss 2005 Yc:urhnnk_ Courtesy of Alumni an cl Friends. 
found it difficult to call themselves members of "LaGuardia." It is 
understandable, as LaGuardia at that time was incomplete. Not only was it 
missing facilities and supplies, but also a unified vision. 
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The good news is that eventually LaGuardia's first settlers found their 
unity and developed LaGuardia into something to be quite proud of. The 
celebration of the 20111 anniversary this year reiterates that school pride and as 
anniversaries do, allows us to reconstruct its history through memory. Some 
memories grow fonder, while some ferment and other fade. In different ways you 
will celebrate the time you spent here ... It is a community that is 20 years in the 
making and one we must continue to support and develop so we can have fond 
memories to celebrate 20 years from now ... 1373 
When Frederic Ernst composed his "First Year Report," on the HSMA in 1937, 
he concluded by hoping that countless talented musicians and artists would claim the 
school as their alma mater in future years proving the school's self-worth. When SPA 
opened in 1948, Keller hoped that its graduates would enter the professional field of 
dance, drama, and music following graduation. Both Emst and Keller saw their wishes 
realized. LaGuardia A11s HS continues the individual schools' legacy of contributing 
m1ists to the professional field. However, a list of notable graduates in the classical music 
field and composers are noticeably missing. Three reasons might explain this. One, the 
school might be too young to record graduates' successes and contributions to these 
fields . Secondly, as has been documented, the majority of music students choose careers 
other than music. Finally, graduates may not be affiliated with the Alumni and Friends 
Association , a trend that concerns Peter Bakstansky, its president, who is trying to 
address the issue with board members. 1374 With the exception ofNicki Minaj and Mark 
Jm Andrew Stehle, in Class of 2005 Yearbook. Courtesy of Alumni a nd Fri e nds 
Associati on. 
1m Peter Bakstansky interview with P eri s Alban, October 2. 2010 . M anhatta n. NY. 
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Pitts,1375 president of Urban Music at Jive Records in Manhattan, there is no 
documentation of graduates ' contribution to the hip-hop industry of which there have 
been a few. They include: Slick Rick and Dana Dane, 1376 Kmiis Blow, 1377 and Arden 
"Keys" Altino. 1378 Table 107 identifies the school 's most notable alumni .1379 
Table I 07 
LaGuardia Arts HS Notable Alumni 
Alumni Professional Field Year of Graduation 
Jennifer Aniston 
Chaz Bono 
Adrian Brody 
Cara Buono 
Dagrnara Dominczyk 
Ornar Epps 
Carla Gallo 
Sarah Michelle Gellar 
Sarah Michelle Gellar 
Yunjin Kim 
Graham Patrick Martin 
Keith Nobbs 
Sarah Paulson 
Carl Anthony Payne II 
Mizuo Peck 
Amy Ryan 
Marlon Wayans 
Meritt Wever 
Actress 
Actor 
Actor 
Actress 
Actress 
Actor 
Actress 
Actress 
Actor 
Actress 
Actor 
Actor 
Actress 
Actor 
Actress 
Actress 
Actor 
Actress 
1987 
1989 
1991 
1989 
1994 
1990 
1993 
1995 
1997 
1989 
2008 
1997 
1993 
1987 
1995 
1986 
1990 
1998 
1375 Mark Pitts discovered Notorious B.I.G . and worked fo r P . Diddy at Bad Boys 
R ecords. 
117r, G d . . 
· ra uatwn year uncertam. 
Lm Kurtis Blow is a 1975 SPA gradua te . Blow was the first rapper that was signed to a 
maj or record company, Mercury. Blow is also responsible for hits by The Fat Boys and Run 
DMC. 
1
-'
7R Al tino graduated in 1993 and works for Wonda Music . He has prod uced mus ic for 
.l ay-Z, Justi n Bieber, Alicia Keys, and Mary .1. Blige. Informa tion obtained by Norman Durkins, 
La l 1990. 
1
-'
7
'
1 The list was comp il ed based on info m1ation provided by the A lumni and F ri ends 
Assoc iatio n. 
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Ronald Bums Artist 2004 
Julian LaVerdiere Artist 1989 
Jennifer Hines Classical Singer 1990 
Laquita Mitchell Classical Singer 1994 
Isabel Leonard Classical Singer 2000 
Theresa Santiago Classical Singer 1987 
Dara Adler Dancer/Choreographer 1987 
Julius Brewster Dancer/Choreographer 1996 
Camille Brown Dancer/Choreographer 1997 
Linda Caceres Sims Dancer/Choreographer 1994 
Keisha Clarke Dancer/Choreographer 1993 
Prince Credell Dancer/Choreographer 2000 
Sarah Michelle Gellar Dancer/Choreographer 1995 
Darren Gibson Dancer/Choreographer 2004 
Y asmeen Godder Dancer/Choreographer 1991 
Gary Harris Dancer/Choreographer 1987 
Dana Ingraham Dancer/Choreographer 1998 
Shaun Jones Dancer/Choreographer 2001 
Darrell Grand Moultrie Dance/Choreographer 1995 
Matthew Neenan Dance/Choreographer 1993 
Anthony Rodriguez Dancer/Choreography 1993 
Desmond Richardson Dancer/Choreographer 1986 
Kate Skarpetowska Dancer/Choreographer 1995 
Dwana Smallwood Dancer/Choreographer 1990 
Cory Mays (DJ Spin Easy) Entetiainer 1988 
Maya Azucena Newton Entetiainer 1990 
Jonathan Lee Iverson Entertainer 1994 
Damaris Lewis Fashion 2008 
Walter Blanding Jazz Musician 1989 
Marcus Gilmore Jazz Musician 2004 
Vadim Kat-pinos Jazz Musicians 1996 
Carolyn Leonhmi Jazz Musician 1989 
Michael Leonhart Jazz Musician 1992 
Jason Lindner Jazz Musician 1991 
Chamett Moffett Jazz Musician 1985 
Steven Scott Jazz Musician 1987 
David Wong Jazz Musician 2000 
Corina Brouder Perf01mer/Songwriter 1994 
Eagle Eye Cherry Perfom1er/Songwriter 1987 
Inaya Day Perfonner!Songwriter 1987 
Nicki Minaj Perfonner/Songwriter 2000 
Kelis Rogers Songwriter 1997 
Mark Pitts Recording Industry 1988 
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LaGuardia Arts Milestones 
During the 2004-2005 academic year LaGuardia Arts HS celebrated its 20111 
anniversary and Bruno marked the occasion by officially changing the school ' s lengthy 
title and its logo. Both changes did not sit well with some alumni who thought the new 
design impersonal and did not represent the school. Bruno shmiened the school title to 
"LaGuardia Arts," on the recommendation of Milton Glaser, 1380 who also designed a new 
logo to accompany the title. Glaser' s design appears in Figure 22. 
Figure 22. LaGuardia Arts Logo 
(Used with Milton Glaser's pennission) 
Glaser explained what prompted his recommendation to Bruno. Glaser couldn ' t write the 
name ofthe school on a check because of its length: 
1946. 
At one point I said to Bruno, ''You know the name of the school is absurd , it 
cannot be remembered." You have a problem with ever trying to identify the 
school. By the time I wrote out a check and finished writing who the check was 
for I'd run out of space. So I said , 'Tm not going to send you this check because 
there ' s no room to write the name of the institution. '· On the basis ofthat 1 
recommended, "Look, why don ' t you , at least in the alumni cmTespondence, call 
it something else that people will understand provisionally, and so I designed this 
little thing, LaGuardia Arts. Its function basically is to avoid the absurdity of 
L'Su Millon Glaser is a renowned graphic designer and graduat ed ti-om the I-ISM A in 
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trying to write the whole name. I also said to Bruno, the name of LaGuardia Arts 
can be categorized by a sound, La (Glaser sang a high pitch to demonstrate his 
intent), which is a little closer to the objectives of the school. 138 1 
In response to the negativity that surrounded the new logo because it did not visual ly 
represent all the studios as Saronson's logo had previously done, Glaser explained that a 
logo can only be a representation and that it can never capture the entire essence of an 
institution : 
You have to understand something about logos which is, they can ' t represent 
anything. They can only represent the spirit or an aspect. The problem with 
people who are inexperienced in doing this so1i of thing--like most boards who 
approve them--is they think that the logo has to epitomize every fact about the 
institution, and that cannot be done. So, what you do is, you try to do something, 
in this case, LaGuardia Arts being the initial concept, to compress that concept. 
When it turned out to say La, I put an explanation point after it to evoke this idea 
of a shout or a song or a note. That creates a spiritual kind of equivalent of it. You 
1 . 1382 cannot represent everyt 1mg. 
To mark the unveiling ofthe school's new title and logo, the school held an unveiling 
ceremony on September 29, 2004. 
Both the HSMA and SPA had school songs that captured both institutions' spirit. 
However, LaGuardia A1is HS did not have a school song. The New Music Singers class 
rectified that and composed a song in conjunction with the 20111 anniversary celebrations. 
The song is not widely known by students and faculty, unlike both individual school 
songs. 
In 2009, the school celebrated its 25111 anniversary with a four-day festival lasting 
between November 30' 11 and December 4111 . Students from the music, drama, and dance 
studios held performances and presentations in the Little Flower Theater, and several 
1 3 ~ 1 Milton Glaser phone interview wi th Peri s Alban, February 7. 20 11 . 
~.~ ~ 1 Ibid . 
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academic teachers agreed to open their classrooms to "facilitate inter-visitations and 
encourage further collaboration within LaGuardia ' s community." 1383 The instrumental 
music department show-cased its ensembles on Wednesday, December 211d . Table 108 
identifies the instrumental music department ' s schedule. The vocal department show-
cased its ensembles on December 3'd, 2009. Table 109 identifies the vocal department ' s 
schedule. 
Table 108 
Instrumental Music Show Case Schedule December 2, 2009 
Period Class Location Teacher 
7:45-8:45 a.m.* Jazz Combo Front Lobby Blancq 
1 Band 6 Room A27 Bennan 
1 Strings 3 Room A15 Washington 
2 Orchestra 5 Room A15 Washington 
3 Band 8 Room A27 Titone 
3 Orchestra 6 Room A15 Meyers 
4 Orchestra 8 Room A17 Santiago 
5 Chamber Music Room A15 Washington 
(Strings) 
5 Winds 8 Room A07 Santiago 
7 Shings 7 Room A17 Meyers 
7 Senior Jazz Room A29 Blancq 
8 Orchestra 7 Room Al7 Meyers 
9 Junior Jazz Room A29 Blancq 
10 Pit Orchestra Room A17 Meyers 
*Jazz Combo perfonned as students, faculty, and key personnel anived at school. 
I 1X1 .L I ?51" A . F. . I 8 I 
· · a ._ nn1 ve rsa ry es t1 va roc wre. 
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Table 109 
Vocal Depmtment Show Case Schedule December 3, 2009 
Period Class Location Teacher 
2 Advanced Women 's Choir Little Flower T. Ballard 
2 Voice 1 (Italian) Room 445 Marwah 
3 Elementary Chorus Little Flower T. Marwah 
4 Senior Chorus Little Flower T. Ballard 
5 Show Choir Little Flower T. Johnson 
5 Voice 3 (French) Room 443 Bishop 
6 Voice 3 (French) Room 449 Marwah 
7 Gospel Chorus Little Flower T. Baskerville 
7 Voice 3 Room 443 Bishop 
8 Mixed Chorus Little Flower T. Marwah 
8 Voice 5 Room 445 Johnson 
9 Girls Chorus Little Flower T. Bishop 
9 Voice 3 (French) Room 445 Ballard 
10 Opera Workshop Little Flower T. Sandri / 
Swerdfeger 
Bruno has implemented other changes at the school during her tenure that 
included a musical "welcome-to-school" Fridays. Recognized as ·'Fiorello Fridays,·· held 
in the school lobby as students and faculty an-ive at school, Bruno established the 
informal perfonnances for several reasons: 1) it provided students an opportunity to 
perform; 2) it was a means of promoting up-coming perfonnances ; and 3) it fostered 
school pride and a sense of community. Bruno admitted that Fleischer, who arranges the 
perfonnances, did not initially approve of the perfom1ances yet she has not mi ssed one 
" Fiorello Friday" since its establishment in 2007 . Students appreciate .. Fiorell o Fridays,·· 
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for several reasons: 1) they realize it's the end of the week; 2) they have an opportunity to 
hear their peers perfonn; 3) students perfonn contemporary music as members of garage-
type bands; and 4) it builds a sense of community. As one senior student commented, 
"It ' s great to walk into school to music;' 1384 while another acknowledged, " I played for 
Fiorello Fridays. I like them and if you 're not rushing into school it's nice to stop and 
listen. It sets the tone for the rest of the day. " 1385 
In 2011 Bruno changed the school bell from a monotone electrical bell sound to 
60 seconds of Take the A Train tJ Xo perfonned by alumni and current jazz students. This 
new bell went into effect on March 11 , 2011. Students are not too fond of the new bell 
and think it too long. As one senior commented, "It 's annoying because you can't play 
over it dming orchestra rehearsals . They should either shorten it or change it more 
often." 1387 Also in spting 2011 , Bruno changed the music that preceded moming 
announcements from the theme from Fame to the opening song from Hairspray, "Good 
Moming Baltimore" . However, the performer sings, "Good Moming LaGuardia". 
Bruno is proud of the school ' s accomplishments. She indicated that her position 
can be frustrating especially as staff and "'outsiders" criticize her deci sions as an 
administrator for the continued success of the school. She stated, ·'J have to view the 
whole picture, and I chisel away making changes at the school bit by bit. " 138x 
NY. 
1
·
184 LaGuardia Arts senior student int erview with Peris Alban, May 13, 2011. Manhattan, 
1 ~ 85 LaGuardia At1s HS senior student phone interview with Peris Alban , May 23. 2011. 
1386 Billy Strayhorn, composer. 
11 87 LaGuardia Arts HS senior stud ent phone interview with Peri s Alban. May 23 , 20 11. 
l .lxx Kim Bruno int erview with Peri s Alban. M<11-ch 10. 20 11 . M<1llhattan. NY. 
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Alumni and Friends Association 
The Alumni and Friends Association (A&F) continued to provide both moral and 
financial supp01i to the school after its relocation in 1984. In 1990, members of the A&F 
board explained the reasoning behind the association ' s fundraising campaigns for 
LaGuardia Arts HS in response to some critics who believed the school should be 
adequately supported by the BOE. A&F argued the BOE deemed the mis an "extra," 
which it had little or no funds to support: 
Money for the necessary tools of the artistic trade--paint brushes, toe shoes, 
pianos, scores, scripts, scenery and even music stands--is not easy to obtain. So, to 
answer the question ... we raise money to supp,lement the funds from the Board of 
Educ.ation to develop excellence in the arts .13 9 
Throughout the 1990s A&F organized annual Fund Dinners and Benefit Concerts 
to help maintain its endowment fund so it could continue supporting the school. On May 
8, 1993 , the A&F, in conjunction with "Bridge the Gap Productions," founded by Daniel 
Spilo, LaG ' 88, 1390 organized a special fundraiser entitled 50 Years ofFame. The event 
took place at the school and the proceeds were used to fund a summer theater program at 
the school. Several prominent alumni participated in this event: Erica Gimpel , Laura 
Deand, and Gene Anthony Ray, the original Fame cast members, Thom Christopher, 
Keith David, Sung-Ju Lee, Eartha Kitt, Michael Leonhmi, Pri scilla Lopez, Melissa 
Manchester, Eddie Shellman, Ben Vereen, Dudley Williams, and Peter Yarrow. The 
LaGuardia Symphony Orchestra, directed by Jonathan Strasser, and the Gospel Choir, 
directed by Ramon Reeberg, performed as well. 
1 ·' ~'1 ··why Raise Money for a Public Schoo]?"' in LaGuardia Update, Wint er 1990. 
Court esy of Hanna Dubin. SPA Cla ss of 1955. 
1
' 'Jil Thi s is how LaGuardi a Art s Hi gh Schoo l graduates are id entifi ed. 
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In the summer of 1994, the association ' s office relocated to the 8th floor of 
LaGuardia Arts High School, where it still resides as of 201 1. Constance Boykan, 
executive director of A&F was thrilled the office was located on the 8th floor of the 
school. On any given day, "a walk down the halls on the ground floor brought you the 
sights and sounds of rehearsals of orchestras, bands, chamber music groups, and drama 
productions in full swing," 1391 acknowledged Boykan. Another benefit to having the 
office located at the school was that cmTent students often lent a hand in the office, and 
alumni visited because they now had children attending the school. By the end of 1 995 , 
the association 's endowment fund had reached nearly $800,000. 
The A&F's March 14, 1997 benefit conceti was significant because the Mr. 
Holland ' s Opus Foundation awarded the school's music depmiment $6,000 to repair 
instruments. Michael Kamen, M&A '65 , established the foundation in 1996. Kamen 
conducted the senior orchestra in perfom1ances of his music from the movies Robin Hood 
and Mr. Holland 's Opus. Richard Dreyfuss, actor, who played Mr. Holland in the movie 
conducted portions of Mr. Holland 's Opus. In addition, David Sanborn perfonned 
Kamen ' s Saxophone Concetio with the orchestra, and the renowned singing group, "The 
King Singers" made a special guest appearance as well. The A&F was indebted to 
Kamen because he launched a scholarship fund to honor Jonathan Strasser, " in 
recognition of his enom1ous impact as conductor and teacher throughout his 29 years at 
M&A, SPA, and LaGuardia." 1392 Strasser retired in June 1997, and was honored with a 
1391 Constance B. Boykan. '· 1995 in Review_·· Alumni Up Dote, Winter 1996. Courtesy of Hanna 
Dubin. SPA Class of I 955. 
IW' "A&F Spring Benetlt Concert." in Alumni UpDate, Spring 1997 . Courtesy of Hanna Dubin . 
SPA C lass of 1955 . 
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retirement luncheon on September 21, 1997. 
By the end of the 1990s the A&F' s endowment funds exceeded 1.7 million 
dollars. Because of the association's generosity, the school continued providing students 
with a stellar education that would have been drastically cut had the school relied on only 
the BOE's budgetary allocations. During the 1997 academic year, the association 
"awarded the school and its students with $50,000 in scholarships and awards, and 
$40,000 in grants." 1393 Additionally, A&F provided the school with non-monetary gifts 
such as "instmments, supplies, furniture, computers, repairs, master classes, mentoring, 
and lessons." 1394 By the conclusion of 1997, the Isidore Russ Music Scholarship, the 
Jonathan Strasser Music Scholarship, and the Alice Tully Music Scholarships reached 
their targeted $10,000 goal and became established funds. In spring 1998, A&F 
established additional scholarships to honor Julius Grossman, SPA ' s founding music 
chairperson, the Class of Music and Art 1947, and the Class of Music and Art 1957. In 
1999, three additional music scholarship funds reached their targeted $10,000 goal. They 
were the Mildred Landecker Vocal Music Fund, Constance Ziehmer Music Fund , and the 
Fred Mazart Memorial Music Fund. 
In April 200 I , the school was selected to be the recipient of the Talented Students 
in the Arts Initiative (TSAI), grant that was funded by "a joint $1 .125 million dollars 
challenge grant from two foundations. " 1395 The two foundations were the Doris Duke 
I.W.' Constance Boykan, ·'1997 Review," Alumni UpDate, Winter 1998. Cou11 esy of 
Ha1ma Dubin, SPA C lass of 1955. 
~:~94 Ibid . 
1 -' 9 ~ ··TSAI News, .. in Alumni UpDate, Fall 2001. Cmu1esy of Hanna Dubin , SPA C la ss o f 
1955. 
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Charitable Foundation and the Surdna Foundation. By fall2001 , A&F had raised over 
$110,000.00 of the $750,000.00 Doris Duke Charitable Foundation challenge portion of 
the TSAI Grant, and hoped to raise the remaining funds well before the targeted five 
years had completed. The TSAI program provided funding for master classes, for guest 
conductors to work with the school's orchestras, residencies, and singing classes for 
dancers and actors . A portion of the funds established an intemship program for juniors at 
Lincoln Center, of which 300 students participated in its inaugural year. The association 
also donated funds to an instmment repair teaching program. 
By mid-2003 , A&F had raised almost $550,000.00 of the $750,000.00 "required 
to receive the full funding from the Doris Duke Charitable Foundation" 1396 in conjunction 
with the TSAI Grant. Several renowned artists held master classes at the school that were 
funded by the TSAI. The artists included : Barbara Stein Mallow, cellist, M&A ' 53, 
Jerome Ashby, associate principal homist ofthe NY Philham1onic, SPA '73, Roots 
composer Gerald Fried, M&A ' 45 , Lesley Heller, violinist and chamber music coach, 
M&A ' 68, and legendary coloratura, Reri Grist, M&A '49, who worked with select vocal 
students. Amy Rubin, M&A '69, was awarded a "Meet the Composer Grant," through 
the TSAI fund , and worked with Justin DiCioccio ' s jazz students. Robert Dick, M&A 
' 67, and his "The New Winds," group established a residency program for woodwind 
students based on an award funded by A&F and a Chamber Music America Award as 
well. 
In addition to providing funds for the school and scholarships for students, A&F 
!.1'!6 '"TSAI Nevvs:· in .11lt111111i UeDuw Spring 2003. Courtesy of Ms !-Ia nna Dubin . 
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pay tribute to teachers and remember both faculty and alumni who have passed away. In 
1991, Gabriel Kosakoff, chairperson of the music department, retired after 35 years of 
service to the HSMA, SPA, and LaGuardia Arts HS. In Kosakoffs honor, an anonymous 
donor established the Gabriel Kosak off Fund with a $10,000 contribution to the A&F. 
A&F announced the establishment of this fund during Kosakoffs retirement dinner on 
April 3, 1992. This scholarship is still in existence (2011). Edith Del Valle retired as 
chairperson of the vocal department and was honored at an A&F retirement dinner on 
November 8111 , 1992. Jonathan Strasser was the recipient of the A&F 's annual Teacher 
Recognition Award in 1993 , for his 29 years of service dedicated to teaching instrumental 
music at the HSMA, SPA, and LaGuardia Atis HS. 
On April 1, 1994, Atihur Aaron, one of SPA' s original music teachers and 
chairman of the Perfonning Arts Advisory Commission passed away. Julius Grossman 
paid Aaron the following tribute: ' ·Arthur was a man of many unique ideas--full of vision 
and enthusiasm. He was always interested in the young people." 1397 Charles Rosen, 
former Parents Association President, and member of the A&F Advisory Board also paid 
tribute to Aaron stating that LaGuardia "couldn't have had a better friend."' 1398 Aaron 
helped countless students make the necessary contacts needed to prepare for a career in 
the music industry. In all his efforts he was "uncompromising; he hated mediocrity, and 
l . . . '"1399 Tl A&F d . I . .: A was tru y an msptratJOn. · 1e anange a memona service tOr aron on 
~.~·n Julius G rossman in ··Arthur Aaron In Memoriam," Alumni Up Date, Spring 1994. 
Courtesy of H anna Dubin , SPA Cla ss of 1955 . 
L'tJX C ha rl es Rosen in ··Arthur Aa ron Remembered ," Alumni UpDate , Fall 1994. Courtesy 
of Hanna Dubin, SPA C lass of 1955 . 
1
·''
1
'
1 Ch<lr les Rosen in ··Arthur Aaron Remembered:· Alumni Ue Dalc! , Fa ll 1994. Courtesy 
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October 30, 1994, that was held at the school, and did the same for Isidore Russ, music 
teacher at the HSMA on November 15\ 1998. Alumni Joel Smimoff, Stanley Drucker, 
Samuel Rhodes, Marcus Thompson, and Barbara Stein Mallow, who Russ taught, 
performed at the memorial. Drucker and Smimoff perfonned Bach's Double Violin 
Concerto. Mildred Landecker, Russ ' colleague, paid him the following tribute, "He was 
the backbone in the fonnation of the music department. Everyone loved him and will 
. h" . 11 ,1400 miss 1m, espec1a y me. 
In December 2005, Connie Boykan resigned as A&F 's executive director after 
sixteen years. As a result of her tenacious fundraising activities, A&F's endowment fund 
reached 6.2 million dollars. Matilda Hohensee served as executive director from 2005 to 
2008. Steve Asher succeeded Hohensee and served as executive director until September 
2010. Barbara Engel is the cunent A&F executive director. 
By 2007, the TSAI endowment was valued at over $2 million dollars, and from 
this fund A&F provided the school with approximately $100,000.00. Because of the fund , 
the vocal music department was able to implement "a music piano accompaniment 
residency program," 1401 that allowed professional accompanists to rehearse and perfom1 
with the various vocal ensembles. The professional accompanists are still at the school. 
In 2010, Peter Bakstansky, President, infonned A&F members that the 
association was in the process of modifying its "criteria for awards from the named funds 
of Hanna Dubin, SPA Class of 1955. 
1400 Mildred Landecker in Alumni UpDate , Winter 1999. Courtesy of I-Ianna Dubin, SPA 
Class of 1955. 
1 ~n 1 ·'Residencies,·· in Alumni UpDate. Fall 2007 . Courtesy of Hanna Dubin . SPA Class of 
1955 
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so that they [were] more closely aligned with the cunent needs of the school and its 
students." 1402 This decision was based on the school's fiscal difficulties that began in 
2009. A&F also formed a closer relationship with the school's Parents Association " to 
coordinate our funding effmis so that together we can ensure a broader range of the 
school ' s needs are met." 1403 
Nearly thirty years after the school opened at Lincoln Center, there is finally an 
initiative on behalf of the A&F Association to foster a relationship between the school 
and Lincoln Center, "something that was anticipated when the new school was built but 
[had] not been fully actualized ." 1404 The New York Philhannonic Orchestra's director of 
education is excited to "broaden the orchestra's involvement with the school,-' 140 :; made 
possible through funding by the HSMA Class of 1961. Engel hopes that additional 
relationships between the school and other Lincoln Center arts institutions may be 
established once the philhannonic ' s program is running. 
When Richard Klein organized one alumni association in 1982 with members 
from both the HSMA and SPA, it had been his hope that SPA alumni would have 
continued to work with the association. However, SPA alumni rarely join the June 
reunion festivities that the cunent A&F Association organizes. Instead, SPA alumni 
organize their own reuni.ons that are held at the old school building at West 46111 Street. 
These reunions coincide with the A&F's reunions at LaGuardia Arts HS . SPA alumni 
1402 Peter Bakstansky ··Letter,"· in Alumni UpDate, Winter 20 l 0 . Courtesy of Alumni and 
Friends A ssociation . 
140.' Ibid . 
1404 Barbara Engel, ·'Dear Alumni and Friends," in Alumni UpDate, Summer :ZOO I. 
Cow1esy of A lumni and Friends Association. 
1 ~05 Ibid . 
continue to perpetuate that their school was swallowed by the HSMA and organizing 
separate reunions is their way of keeping the SPA alive. 
Parents Association 
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LaGuardia Arts ' Parents Association is very involved with the school's day-to-
day operations and hold meetings once a month . Meetings begin with a general meeting 
followed by studio meetings or vice-versa. Additionally, parents have an extremely active 
parents ' academic forum committee that meets once a month. This meeting ensures that 
the school's academic mission is maintained. Since 2009, the association has funded the 
audition week-ends which cost roughly $90,000.00. The 2010 auditions' actual cost was 
$85,547.50. By the end of June 2011, the association ' s income totaled $633,479.80. The 
majority of the income is generated fi·om the association's annual May Auction, annual 
fundraising appeal, and the individual studio incomes that are suppmied through parent 
giving. Table 110 identifies the amount in each category that funds the Parents 
Association. For the 2010- 2011 academic year, the association's expenses totaled 
$424,385.39. Table 111 identifies these expenses. 
Each studio operates its own budget in addition to contributing to the 
association's general budget. As of June 201 I , the music studio's income totaled 
$11 0,227. 72. Table 112 identifies the sources of income for the music studio· s 20 I 0-
201 1 budget. The studio's total expenses were $59, 117.42, leaving a balance of 
$59,117.42. Table 113 identifies the studio's itemized expenses. 
Table 110 
Parents Association June 2011 Annual Income 
Category 
Annual Auction 
Annual Fundraising Appeal 
Hospitality 
Carry over fi·om 2010 
Miscellaneous 
Rising Stars 
School Pop 
Studio Income 
Proceeds from maturing CD 
Table 111 
Parents Association Expenses for 201 0- 201 1 
Category 
Yearbook 
Newspaper 
Literary Magazine 
Metro Cards 
Annua l Appeal Expenditures 
Auction Expenses 
Math Dept. Graph ing Calcu lators 
Auditions Expenditures 
College Applications/Tests* 
Co ll ege Fair Expenses 
College Office Expenses 
Liability Insurance 
Faculty Dinners Expenses 
Amount 
$223,120.04 
$94,155.72 
$4,782.50 
$10,000.00 
$600.00 
$60,608.70 
$494.27 
$189,718.57 
$50,000.00 
Grants Expenses-AP Environmental Trip to 
Frost Val ley 
Amount 
$3,200.00 
$575 .00 
$3,250.00 
$3 ,375 .00 
$105 .00 
$21,015.77 
$4,983.06 
$85,547.50 
$4,785 .00 
$1 ,481.14 
$42,246.42 
$1,254.00 
$5,327.74 
$2,000.00 
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Handbooks Expenses 
Hospitality Expenses 
Microphones** 
Inside School Mural 
Parents Association Summer Mailing 
Parents Association Operating Expenses 
Physical Education Dept. Awards Luncheon 
Rising Stars Production Expenses 
School Support 
Studio Expenses 
Studio Matching Grants 
*Assist students who have financial hardships. 
$8,346.59 
$3,595.42 
$6,869.52 
$3,042.00 
$2,071.01 
$1,256.35 
$2,050.00 
$38,984.56 
$10,000 
$144,024.31 
$25,000 
587 
**School microphones had to be replaced when Federal Government disallowed use of 
bandwidth. 
Table 112 
Music Studio Income Sources for 201 0~2011 
Category 
Balance canied over from July 2010 
Music Studio Families' Donations 
LaGuardia Atis Parents Association Match 
Hospitality 
Merchandise* 
Show Choir Dresses Contribution 
St. Paul Concert 
Amount 
$30,799.20 
$49,748.00 
$5,000 
$4,017.48 
$5,631.79 
$4,216.25 
$10,815 .00 
*At every performance parents sell school merchandise such as T -shirt, hoodies, water 
bottles, and snacks etc. 
Table 113 
Music Studio Expenses for 2010-2011 
Category 
Teacher Honorariums for Concerts/Shows 
Expenses for Soliciting Donations 
Hospitality Expenses 
Merchandise Expenses 
Subsidized Voice Lessons 
Show Choir Dresses/Supplies 
Subsidized Dresses/Costumes 
St. Paul Concert-Rental, Program 
New Families Reception 
Opera Grant to Music Department 
Instrument Purchase/Repair 
Color Printer/Clock/Audio Player 
Accompanist for 1 00 Vocal Classes 
Emergency Funds 
Administrative Expenses 
Amount 
$19,468.00 
$721.56 
$2,148.95 
$3,756.44 
$1,230.00 
$3,310.35 
$385.25 
$3,600.00 
$4,229.58 
$9,250.00 
$7,514.34 
$882.55 
$675.00 
$1,850.00 
$95.40 
During studio meetings each assistant principal gives a monthly report of the 
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studios ' activities. If a particular financial need arises, the assistant principal requests the 
parents ' support. Additionally, students treat parents to short perfonnances of up-coming 
events. 
During monthly academic forum meetings, Charles Kramer, chairperson, reminds 
parents that the school is a dual mission school and that the academic department is 
extremely important. Each academic department has a parent representative who is 
responsible for gathering infom1ation from each assistant principal and reporting back to 
the parents. Assistant principals attend one academic forum meeting per year, usuall y in 
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October, to provide parents with an overview of each department 's goals and needs for 
the up-coming school year. 
The Parents Association firmly supports Bruno and her vision for the school as 
demonstrated by the number of parents that attend the meetings, and in the association's 
generous financial suppoti. Of those parents who interviewed 1406 for this document, all 
believe that the school should maintain its academic mission and standards but not at the 
expense of the studios: 
I think the school would be better served taking a stronger stand against this 
mindless academic exercise it seems to be taking. They don't have to be 
Stuyvesant [High School], it 's irrelevant and they can't do it. What does 
LaGuardia Arts shine at? It shines at Hairspray , 1407 the concerto concerts, the 
dance conce1is, that 's what the school does really well . . . 1408 
SUMMARY 
The HSMA and SPA finally relocated to the new facility at Lincoln Center in 
September 1984 but the school was unfinished, and it took several years before the 
building was finally completed. Principal Richard Klein remained until January 1987, 
and Paul Saronson succeeded him. Saronson 's fonnative years were tough ones. The 
school suffered budget cuts during the mid-1990s that hampered students' ability to earn 
both an academic and studio endorsed diploma at graduation. In an effort to maintain 
1406 Mona Sclmitzler interview with Peris Alban, November 4, 2010. Manhattan, NY. 
Julann Gebbe interview with Peris Alban, November 5, 2010. Manhattan, NY. Jessica Sabat 
interview with Peris Alban, November 10, 2010. Manhattan, NY. Lior Evan phone interview with 
Peris Alban, November 12, 20 I 0. Sheri Stein-Ballow phone interview with Peris Alban, 
November 21,2010. Bemadine Donahue interview with Peris Alban, January 7, 2011. 
Manhattan, NY. Deirdre McArdle Manning interview with Peris Alban, January 21 , 2011. 
Manhattan, NY. 
1407 Hairspray was the school· s 20 I 0 musical theater production. 
1 411 ~ Mona Schnitzler interview with Peri s Alban, November 4, 2010 . Manhattan, NY. 
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funding for the school's academic and studio programs, Saronson, in conjunction with the 
parents, formalized the school ' s dual mission, which still exists. Saronson amended the 
title of the school and designed the school's first logo as well. 
In 1991 Kosakoff retired, and Del Valle retired a year later. Instead of appointing 
new chairpersons for the instrumental music and vocal departments, Saronson appointed 
current music teachers to serve as coordinators of each department. This remained in 
effect until 1997, when Bernice Fleischer became the music depatiment's assistant 
principal. Fleischer remains at the school. 
In 2002 Saronson left LaGuardia Arts HS, and NYCDOE 's schools 
supe1intendent appointed Kim Bruno the school's next principal. Bruno remains at the 
school. During her tenure, LaGuardia Arts HS celebrated both its 201h and 25th 
anniversaries. To mark the school's 20th anniversary, Bruno, at Glaser ' s prodding, 
shortened the title of the school and unveiled a new school logo that is still in use. 
In 2009 LaGuardia Arts HS suffered catastrophic budget cuts that required Bruno 
to modify the school's program and with the financial support of both the Alumni and 
Friends Association and Parents Association, Bruno has upheld the integrity of the 
school's dual mission. 
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CHAPTER SEVEN 
DISCUSSION 
Ilook.forward to an America which will not be afraid of grace and beauty ... an A merica 
which will reward achievement in the arts as we reward achievement in business and 
statecraft. I look .forward to an America which will steadily raise the standards of artistic 
accomplishment and which will steadily enlarge cultural opportunities for all of our 
citizens. And llook.forward to an America which commands respect throughout the 
world not onlyfor its strength but.for its civilization as well. 1409 
The Fiorello H. LaGuardia High School of Music and Art and Performing Arts 
(LaGuardia Arts HS) is a specialized arts high school in New York City. The school is an 
amalgamation of two independent arts high schools, High School of Music and Art 
(HSMA), established in 1936, and School ofPerfonning Arts (SPA), established in 1948. 
The city' s Board ofEducation merged the schools in 1961. However, the schools did not 
co-exist in the same location until September 1984. They relocated to a new state-of-the-
art facility in Lincoln Center in Manhattan. The new school and building was plagued 
with construction and financial complications. 
Both independent schools had different educational philosophies and missions. 
The HSMA was a specialized academic high school that emphasized music and art 
instruction. The majmity of students continued their studies at various post-secondary 
institutions, but not necessarily in the field of music and art. SPA was a vocational high 
school that prepared its youth for perfonning arts careers immediately upon graduation. 
SPA also offered a rigorous academic cuniculum culminating in successful Regents 
exams for those students who wished to attend college. Each school ' s daily schedule 
1409 
.Jolm Fitzgerald Kennedy, (n .d.) , as quoted in Benjamin Steigman, Accent on Talenr: 
NeVI ' York "s High School ofMusic and Art (Detro it : MI Wayne State University Press, 1964), n .p . 
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reflected the main focus of that individual school. HSMA students had academic, and 
music and art classes interspersed throughout the school day. SPA students had block 
scheduling as outlined by vocational education mandates . Students either had academic 
classes in the morning and studio in the afternoon or vice-versa. Kosakoff, who chaired 
the music department in all three schools, decided against utilizing the block scheduling 
for music students once relocation occurred, only to regret his decision a couple of years 
later. Drama and dance students maintained the block scheduling. This remains intact in 
2011. Fonner SPA music students who began their high school careers at the old building 
and graduated from the merged school found it difficult to adjust to their new schedules. 
Both independent schools' music curriculums had di fferent objectives. SPA 's 
music curriculum emphasized the perfonnance aspect of the cuniculum that ultimately 
prepared students for the professional field. The HSMA' s music cmTiculum was 
avocational and did not necessarily prepare students for a career in the performing aris. 
Because ofthese differences in the schools ' missions, unlike SPA students, HSMA music 
students were not accustomed to music juries at the completion of each semester. 
Therefore Kosakoff, in consultation with the music faculty, decided to temporarily 
suspend the juries after relocation. The music faculty ultimately decided to incorporate 
juries into the music curriculum as part of a student's end of semester evaluation but only 
for juniors and seniors who take the juries in January and June. 
During the mid-1990s, the school suffered an extreme reduction in funding that 
negatively affected the school ' s academic and aris curriculum. The administration and 
students were forced to choose between academic courses that forfeited their studio 
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education. Students who chose to ignore academic mandates for the opportunity to earn a 
diploma in their arts subjects ran the risk of sacrificing a Regents diploma. Saronson and 
the School Leadership Team applied for special funding through the New York State's 
Department of Education that resulted in solidifying the school's dual-mission. As of 
2011, the school adheres to this dual-mission of providing each student with a 
professional preparation in conservatory mis education in conjunction with a college 
preparatory academic education. The struggle for funding remains. Kim Bruno, cunent 
principal, must contend with the city and nation's call for tougher accountability in 
academic subjects. Post-secondary institutions further complicate the school ' s dual 
mission with additional academic requirements that must appear on an applicant's 
transc1ipt. 
Despite past and present challenges, LaGuardia Arts HS continues to be New 
York City's only specialized perfonning arts high school. When the HSMA was 
established in 1936, there were no comparable specialized academic high schools that 
focused on music and art instruction in Ame1ica. The school served as a model for future 
arts high schools that focused on both academic and mis training nationally and 
internationally. SPA' s vocational training, established in 1948, also became a model for 
future vocational perfonning mis high schools. Therefore, when the schools finally 
relocated in 1984, LaGuardia Arts HS was heralded as the first specialized perfonning 
arts high school in the nation. It continues to serve as a model for subsequent perfonning 
arts schools. 
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Research Questions 
All of the research questions were answered in this study. 
1. What led to the founding of the High School of Music and Art? 
Mayor Fiorello H. LaGuardia, with the assistance of the Municipal Art Committee, 
was the catalyst for the founding of the HSMA in 1936. LaGuardia had a passion for 
music. He believed that students who were gifted in the mis should be provided an 
education in a specialized high school that was dedicated to the arts in similar vein to 
how academically-gifted students experienced an education in the city' s specialized 
academic high schools that focused on math and science. LaGuardia and members of the 
Municipal Art Committee, succeeded in gaining the support of a reluctant BOE, who 
opened the school on an experimental basis in February 1936. Chapter 3 traced the 
founding and development of the HSMA from 1936 until 1961. 
2. What led to the founding of the School of Performing Atis? 
SPA was established in 1948, as a division of an already established vocational 
high school, Metropolitan Vocational High School, located in lower Manhattan. Franklin 
J. Keller, principal, believed every student had an innate talent. Therefore, when he 
discovered a group of boys perfmming jazz in the boiler room while cutting class at 
Metropolitan Vocational in 1939, he decided to approach the BOE with a proposal to 
establish a vocational division at Metropolitan Vocational that focused on the perfonning 
arts. Due to the success ofthis perfonning mis cuniculum, Keller, with the assistance of 
the Advisory Board on Vocational Education, managed to persuade the BOE to establish 
a perfom1ing arts annex to Metropolitan Vocational High School that focused only on the 
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performing arts. The school ' s curriculum prepared talented students in the field of music, 
drama, and dance, for a career in the professional field directly upon graduation. Keller 
was adamant that the school annex should be in the hemi of Manhattan ' s theatre dishict. 
From SPA's founding in 1948 until it relocated to Lincoln Center in 1984, the school 
utilized a decrepit building at 120 West 46111 Street in Manhattan. Chapter 4 traced the 
founding and development of SPA from 1948 to 1961, when it became a division ofthe 
HSMA. 
3. What led to the amalgamation of the High School ofMusic and Art, and the 
School ofPerfmming Arts, into the Fiorello H. LaGuardia High School of 
Music and Art and Performing Arts in 1961? 
Several key factors led to the eventual amalgamation of the HSMA and SPA in 
1961. Despite protests from key personnel who were affiliated with each independent 
school, and the fact that both schools had opposing philosophies and missions, the BOE 
viewed the amalgamation as a convenience. Chapters 3 and 4 documented the events that 
ultimately resulted in the merger. Keller retired as principal of SPA in 1957. In the 
ensuing years, SPA lacked principals who understood and valued a vocational education. 
This left the BOE in a quandary as how best to maintain the school. Therefore, when 
William Schuman proposed that the HSMA and SPA merge dming an event at the 
HSMA in December 1958, and relocate into a proposed new state-of-the-art facility at 
Lincoln Square, the BOE took his proposal into consideration. Schuman hoped the 
merger and future relocation would forge a relationship between the city' s specialized 
performing arts high school and The Juilliard School of Music but as Chapter 6 revealed, 
Schuman' s desire never materi ali zed. By the time the schools relocated in 1984, 
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Schuman was no longer president of The Juilliard School, nor was he the president of 
Lincoln Center. Subsequent Juilliard presidents had no desire to forge a relationship with 
the school. When Steigman retired as principal of the HSMA in 1959, the BOE began to 
seriously consider the merits of combining the HSMA and SPA because of the 
advantages it provided the board. With one perfonning arts high school, the board only 
had to search for one principal. Following Steigman's retirement, the BOE appointed 
Louis Wechsler as the HSMA's next principal. When the BOE fonnally merged both 
schools in 1961 , Wechsler then became SPA's principal as well. 
Another contributing factor that influenced the BOE's decision to merge both 
schools was SPA's dilapidated building. The BOE saw little value in providing funds to 
modernize a school that only accommodated 600 students. At the time, SPA was too 
small of a school to be self-sustaining from the BOE's perspective. Merging both schools 
and spending millions of dollars to build a brand new state-of-the-ati facility was, in the 
mind ofBOE members, more cost effective than operating two independent schools . As 
Chapters 5 and 6 documented, the BOE tlied to construct the new state-of-the-mi facility 
with outdated designs that caused further complications before the school finally opened 
in 1984. 
4. How, if at all, did administrators and/or key faculty members facilitate the 
structural , curricular, and cultural merger of the High School of Music and 
Ati, and the School ofPerfonning Arts into the Fiorello H. LaGuardia High 
School of Music and Art and Perfom1ing Atis? 
Facilitating the structural , CUJTicular, and cultural merger of both independent 
schools into one organization proved a challenging feat for all who were involved with 
the school s as documented in Chapters 5 and 6. The BOE hoped that relocat ion of both 
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schools to Lincoln Center would be completed by 1968. The board's timetable was a 
miserable failure because it took nearly a quarter century before both schools finally 
relocated to Lincoln Center. In the ensuing years, both schools operated as separate 
entities within one organization. Wechsler remained at the HSMA, which was located in 
upper Manhattan, and left SPA 's day-to-day operations in the hands of Edward Koehler, 
teacher-in-charge, and studio chairpersons. SPA was located on West 46111 Street, six 
miles away from the HSMA. When Richard Klein succeeded Wechsler as ptincipal in 
1968, Klein maintained the status quo. 
When relocation finally became imminent in the early 1980s, Klein spent 
countless hours at meetings with SPA' s Parents Association and alumni to quell their 
fears conceming the eventual relocation. He succeeded in establishing a joint Alumni 
Association for the purpose of prepming the school's ceremonial opening festivities. The 
alumni also organized successful reunions . Klein acknowledged that this was not an easy 
period for anyone who was involved with the schools. Faculty from both schools found it 
difficult to adjust to their new environment made more difficult because the building was 
unfinished. Some faculty members, as Saronson attested, found it difficult to embrace 
students from the other school. Hostility was palpable, and for the school ' s first three 
years, students and faculty maintained their identity as hailing from either the HSMA or 
SPA. Students and faculty members mourned the character and wannth of their 
respective old school buildings despite those deplorable conditions, and regarded the 
newly built state-of-the-ati facility as a cold, office-type structure. HSMA personnel 
refened to their school as the Castle on the Hill , and vocal instruction could be heard 
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wafting from the castle' s tower into the community on a daily basis. SPA personnel 
missed the unique placement of two pillars that ran the length of the school building and 
its maze of passages up on the fifth floor. Entering freshmen of the Class of 1988 were 
frowned upon by SPA and HSMA personnel and made to feel inferior. This inferiority 
complex was likely further exasperated due to the unfinished school building. Graduates 
from the new building seemed satisfied with the facility although they lacked passion 
when speaking about the building. 
The cultural merger of both schools took the better part of a decade before 
alumni, faculty, and parents finally acknowledged that both independent schools had 
successfully fused into one institution. Saronson, who became the school ' s principal in 
1987, worked tirelessly with alumni and parents to settle on a suitable title for the school , 
the Fiorello H. LaGuardia High School of Music and Art and Performing Arts. Although 
· the school ' s long title was a cumbersome one, Saronson believed it was the COITect one at 
the time since it represented both independent schools. Saronson also designed a new 
school logo that embodied the merged school ' s essence. Students chose their new school 
colors in the late 1980s as well, which was red and white. These colors remain as the 
school's official colors. Kim Bruno, cunent principal, changed the school ' s lengthy title 
and logo in 2004 to celebrate the 20111 anniversary of the school. Some alumni question 
whether or not the new logo truly embodies the school's essence as discussed in Chapter 
6. Both the HSMA and SPA had school songs that were composed during each school ' s 
fonnative years . Students took pride in singing these songs dming assemblies, 
graduations, and reunions. LaGuardia Arts HS on the other hand, did not have a school 
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song until 2004. Students from the New Music Singers music elective class composed a 
school song to celebrate the school ' s 20th anniversary. This song is not widely performed 
or recognized. 
5. How did the two institutions ' philosophies, missions, and visions shape and 
influence the Fiorello H. LaGuardia High School ofMusic and Art and 
Perfonning Arts? How, if at all, have they changed during the school's 
history? 
It was a challenge for both Klein and the faculty to fuse the independent schools' 
philosophies, missions and visions as documented in Chapter 6. When the BOE decided 
to merge both schools, no-one from the board questioned the viability of merging a 
vocational school with a specialized academic school that offered music and art 
instruction. SPA' s mission was to prepare students for a career in the performing atis 
immediately upon graduation. Few students continued with their education in colleges 
and universities. In the minds of those who were involved with SPA, the school ceased to 
exist once it relocated to Lincoln Center. The school ' s intimacy, due to its small size, was 
lost forever, and the school lost its vocational funding as well. SPA students found the 
academic portion of the cuniculum challenging duting the first few years, despite the fact 
they took Regents courses in the old building. The HSMA was a specialized academic 
high school that focused on music and art instruction. The school's mission was to 
prepare students for admission to universities and colleges upon graduation. In hindsight, 
the BOE should have avoided merging the schools since their philosophies, missions, and 
visions were extremely different as discussed in Chapters 3 and 4. 
By the mid-1990s, the school suffered financial difficulties as the BOE refused to 
provide adequate funding to support both the academic and studio programs. 
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Additionally, the New York State Education Department mandated a newly instituted 
Regents Action Plan that required students to take additional courses in the core 
academic subjects. Students were forced to choose between academics and studio 
courses, which prompted Saronson and the School Leadership Team to revise the 
school ' s mission. To ensure adequate funding and an equal emphasis on both academic 
and studio training, Saronson and his team established a dual-mission statement for the 
school in the mid-1990s. The dual-mission remains intact as of2011. However, Bruno 
faced extreme budget cuts in 2009 that forced her to re-evaluate the school ' s programs. 
Her task was, and continues to be a challenging one, since both city and national 
education mandates stress the importance of high-stakes testing in the academic subjects. 
Bruno has, with modifications, managed to uphold the school's dual-mission. 
6. In what ways, if any, did the cuniculum of the Fiorello H. LaGuardia High 
School of Music and Art and Perfonning A1is reflect the cuniculum of the 
two schools from which it was created? How, if at all, has it changed? 
Between 1961 and 1979, both schools ' music departments maintained their own 
music curriculum and faculty. SPA's vocationally-oriented cuniculum prepared talented 
students for a career in the professional field of music, drama, and dance direct! y upon 
graduation. HSMA 's cuniculum on the other hand, was an avocational one that prepared 
students for a lifetime of appreciation for the arts but not necessarily as a career. The 
school did have prominent musicians and artists who continued training at post-
secondary institutions. 
In 1979, Gabriel Kosakoff, chairperson of the instrumental music department at 
the HSMA became SPA 's music depmiment chairperson as well. He began visiting SPA 
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and conducted the orchestra and band, and taught theory classes there in preparation for 
the relocation. Some SPA students and teachers viewed Kosakoffs involvement 
negatively because they felt he began aligning the school's music curriculum with that of 
the HSMA's. DiCioccio began teaching after-school jazz at SPA and formed a jazz band 
with students from both schools. After relocation the jazz band remained intact. 
Washington and Trevor unified both schools ' strings ensemble courses, and each 
conducted the other's ensemble at concerts. Klein requested ofDel Valle, chairperson of 
the HSMA's vocal department, that she write a cohesive vocal curriculum in anticipation 
of the relocation to prepare both the faculty and students in tenns of expectations. 
Kosakoff and the music faculty unified the auditions protocol in anticipation of 
the relocation, and they temporarily suspended the end-of-semester music juries because 
HSMA students were unfamiliar with this form of assessment. 
LaGuardia Arts HS ' s music curriculum has, for the most part, upheld the 
individual schools' curriculum although modifications to the number of music classes 
offered to freshmen and music electives have had to be cmiailed in the last three years 
because of the lack of funding. Both independent schools taught music history, theory, 
sight singing, hannony, dictation, orchestration, conducting, composition, and had 
various ensembles and large perfom1ing groups such as bands and orchestras. The 
HSMA ' s vocal department did not have to confonn or modify its curriculum since SPA 
had no vocal depatiment. Prior to the relocation , music faculty promised students a 
choice of either a perfonnance track music curriculum or a non-perfom1ance track music 
curriculum. In actuality, this choice was abandoned after the first year due to scheduling 
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conflicts and the loss of SPA's block scheduling, and SPA students had to adapt to a non-
performance based music curriculum. Additionally, LaGuardia Arts HS cannot mandate 
music students to take private lessons as had been the tradition at SPA because the 
NYCDOE does not supp01i such measures. Some alumni believe that this has 
compromised the ensembles' performance standards. 
What has drastically impacted the school's arts curriculum is the audition process 
as documented in Chapter 6. In the mid-1990s, when city, state, and national education 
departments began touting high-stakes test scores, further supported by Bush's NCLB 
Act of 2001, the school began scrutinizing applicants' academic transcripts. It is cunentl y 
more challenging for talented students to be admitted to the school if their transcripts are 
weak. Bruno does make exceptions but it is not the rule. Personnel who view the school ' s 
apparent shift towards the academics wony that the school's arts education is being 
jeopardized. Additionally, in response to the NCLB Act of2001, many city public 
schools have te1minated their arts programs, placing all possible funds into their 
academic programs to boost test scores. This further impacts LaGuardia Arts HS, because 
junior high schools serving as feeder schools to LaGuardia Arts HS have had to amend 
their a1is cuniculum. 
7. What musical activities have music students at the Fiorello H. LaGuardia 
High School of Music and Art and Perfonning A11s engaged in throughout its 
history? 
Music students always had opporiunities to perfonn in musical activities as 
members of various ensembles and large perfonning groups as documented throughout 
this study. However, perfonning in outside venues as school representatives is not as 
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common for LaGuardia Arts HS students as it was for HSMA and SPA students with the 
exception of the gospel choir, vocal department choruses, and the senior jazz band. 
Although current freshmen are not placed in performing ensembles that are open to the 
public, students do perform for each other in the woodwind, brass, and percussion 
ensemble classes. Beginning strings players are placed in an elementary-level orchestra 
and do have opportunities to perfonn at the school's informal Musicales twice a year. 
The HSMA's semi-annual concert tradition of performing at the school where 
performances are open to the public continues, as does the concerto competition and 
concert. The vocal department's graded ensembles perform at the Musicales, and until 
20 II, the ensembles perfonned fall and sp1ing conce1is at St. Paul the Apostle Church in 
Manhattan, which were open to the public as well. These concerts have since relocated to 
the Riverside Church in upper Manhattan. The gospel choir upholds a long-standing 
tradition that began at the HSMA ofperfonning in churches around New York City. The 
senior jazz band also perfonns in venues across the city and in conjunction with the 
Thelonius Monk Institute of Jazz. SPA students perfonned annual concerts at 
Manhattan's Town Hall in recognition ofNational Music Week but these perfonnances 
ceased prior to relocation in 1984. The cunent school's chamber ensembles compete at 
the Lincoln Center Chamber Music Society Competition mmually. Winners perfonn at 
Alice Tully Hall in the spring, and the concert is open to the public. 
When LaGuardia was mayor, he often invited HSMA music students to perfonn 
at various City Hall functions. City officials have, over the years, maintained this 
tradition but on a lesser scale. When Edward Koch was inaugurated as mayor of New 
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York City on January 15\ 1986, the school ' s Chamber Singers performed at the 
inauguration ceremony. Joseph Meyers, instrumental music teacher, does invite select 
students to perfonn in outside venues on occasion as well. There are a handful of students 
who participate in Manhattan School of Music ' s Pre-College Division, The Juilliard 
School Pre-College Division, and the Mannes School's Pre-College Division on 
Saturdays. These programs offer students intense pre-conservatory training that 
culminates with a solo recital. A select number of instrumentalists and vocalists are 
members of the All-City Orchestra, All-City Band, and All-City Chorus as well. These 
ensembles rehearse every Saturday morning for three hours and perfonn a concert in 
December and May. Performances usually take place at one of the-Lincoln Center venues 
or Carnegie Hall. 
During the HSMA ' s first three decades or so, musical activities were solely based 
on perfonning Western European classical repetioire. Alexander Richter, chairperson of 
the music department, was adamant that the school's senior orchestra perfonn 
compositions by contemporary American composers as well. In response to this mandate, 
several prominent composers composed and dedicated original compositions to the 
school ' s senior orchestra. Among them were Aaron Copland, Paul Creston, Morton 
Gould, and William Schuman. LaGuardia Arts HS did not continue this tradition. 
However, Albeti Glinsky ' s 2000 composition for the new millennium titled , Corona: 
Fanfare for a New Millennium was perfonned by the senior orchestra in June 2000. 
Glinsky dedicated the work to the school. 
In 1969, African-American students at the HSMA began challenging the music 
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department ' s focus on classical music activities, which resulted in African music and jazz 
being performed at the December 1969 semi-annual concert. Additionally, African-
American students succeeded in establishing the school ' s first gospel choir. In 1971, the 
HSMA, with the appointment of Justin DiCioccio, established the country ' s first high 
school jazz cun·iculum, a sign that the school was responding to societal changes that 
broadened its music curriculum to include music other than that from the European 
classical canon. SPA did not introduce jazz instruction to its students until the early 
1980s. When relocation was immanent, DiCioccio began commuting to SPA to teach jazz 
as an after-school activity. 
LaGuardia Arts HS ' s musical activities remains seeped in the classical and jazz 
traditions. Unlike the HSMA, the music department has made no effort to include modem 
and contemporary music as part of its cutTiculum or musical activities. 20111 century 
instrumental music is not perfonned by the schools ' various ensembles with the 
exception of the symphonic band, although students do learn about this music in music 
history class. Contemporary music such as pop, rock, rap, and hip-hop that unites young 
people is very much on the periphery of the school's musical activities. Students are only 
allowed to perform these styles of music during the Rising Stars talent show or as part of 
the New Music Singers ' elective class. 
Timeline of Events 
The following timeline denotes important events that contributed to the 
development of LaGuardia Arts HS from its inception in 1936 to 2011. The timeline 
provides a concise history of each school's establishment and activities. 
1936 BOE established the HSMA. 
193 7 Music program introduced at Metropolitan Vocational HS. 
BOE appointed Benjamin Steigman as the HSMA's principal. 
1937- 38 
Alexander Richter and Helen Clarke Moore co-authored HSMA's first 
documented music syllabus. 
1938 First perfonnance of Aaron Copland ' s An Outdoor Overture, composed 
specifically for the HSMA. 
1939 The BOE approved Julius Grossman's music curriculum for the 
Metropolitan Vocational High School. 
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BOE hired Irving Kupfer, Harold Sachs, Irving Lash, and A1ihur Aaron as 
music teachers. 
First performance of William Schuman's Prologue, composed specifically 
for the HSMA. 
1940 First perf01mance of David Diamond ' s Concert Piece.for Orchestra, 
composed specifically for the HSMA. 
1941 First perfonnance of Morton Gould's Folk Suite, composed specifically 
for the HSMA. 
1944 Advisory Commission on Vocational Music recommended to the 
Advisory Board that a vocational perfonning arts high school be 
established in Manhattan as an annex of Metropolitan Vocational High 
School. 
1945 Arthur Aaron and Edith Bank found a suitable location for the perfom1ing 
arts high school at 120 West 46111 Street, Manhattan. 
1946 Leonard Bernstein visited the HSMA to rehearse with the senior orchestra. 
Leopold Stokowski visited the HSMA to rehearse with the senior 
orchestra. 
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1948 SPA officially opens. 
Franklin J. Keller was principal of both SPA and Metropolitan Vocational. 
Julius Grossman and music depatiment faculty members transferred to 
SPA. 
1949 Helen Clarke Moore resigned as chairperson of the vocal department. 
Alexander Richter assumed responsibilities for the vocal depatiment. 
1949 BOE approved the appointment of Frank H. Paine, as teacher-in charge at 
SPA. 
1951 Eugene Normandy visited the HSMA to speak with the students and 
conduct the senior orchestra. 
1953 Sybil R. Mandel became the HSMA' s next vocal department chainnan. 
1955 SPA orchestra directed by Grossman, performed at Town Hall for 
National Music Week celebration. 
Aaron Copland visited SPA to evaluate music students in the yearly juries. 
1956 HSMA 's 201h anniversary semi-annual concert. 
BOE appointed Anna Ext vocal teacher, and Gabriel Kosakoff, 
instrumental music teacher to HSMA' s music department. 
Late 1950s 
BOE discussed merging SPA with a general education high school on 
Manhattan ' s west side. 
1957 Franklin J. Keller retired as principal of SPA. 
The BOE appointed William Hudtwalker as Metropolitan Vocational and 
SPA' s new ptincipal. 
1958 William Schuman proposed that the BOE combine the HSMA and SPA, 
relocating the merged school into a new state-of-the-art facility at Lincoln 
Square. 
1959 Benjamin Steigman retired as principal ofHSMA. 
The BOE appointed Louis Wechsler as the school ' s next ptincipal. 
1960 Hudtwalker resigned as principal of SPA and Metropolitan Vocational. 
The BOE appointed Francis X. Carlin as both schools ' next principal. 
1961 SPA officially became a division of HSMA. 
Louis Wechsler was principal of the merged schools. 
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SPA's teacher-in-charge Frank H. Paine died. 
Edward Koehler succeeded Paine as SPA's next teacher-in-charge. 
The BOE announced the establishment of a performing arts high school at 
Lincoln Square. 
1964 Julius Grossman emphasized performing aspect of music department's 
mission in Class of 1964's Yearbook. 
1965 The BOE authorized the Fiorello H. LaGuardia High School of Music and 
the Arts to be built on West 65 1h Street and Amsterdam A venue. 
1968 Louis Wechsler retired as principal of the merged school. 
The BOE appointed Richard Klein as the schools ' next principal. 
1969 Alexander Richter retired as chairperson of the HSMA 's music 
depmiment. 
African-Ame1ican music first appeared on a HSMA semi-annual concert. 
The gospel choir was established as a club activity. 
1971 Hecht-Calandra Act went into effect, protecting the examination/audition 
procedures ofthe city' s specialized high schools. 
Gab1iel Kosakoffbecame the HSMA's next instrumental music 
department chairperson. 
HSMA established a jazz curriculum with the appointment of Justin 
DiCioccio. The gospel choir was instituted as part of the vocal 
department's curriculum. 
Julius Grossman retired as chairman of SPA 's music department. 
Edith Del Valle became the next chairperson. 
1972 Sybil Mandel retired as chairperson of the vocal department. 
Edith Del Valle moved from SPA and became next vocal depmiment 
chairperson. 
SPA music teachers rotated the responsibilities of coordinating the music 
department. 
1974 Alumni organized Gala benefit to celebrate SPA ' s 25 1h anniversary. 
1979 Music depmiments of both schools merge. 
Gabriel Kosakoffbecame chairperson of both schools ' music depa1iments. 
Kosakoffunified the music curriculum and audition procedures at both 
schools. 
1980s Paula Washington and Justin DiCioccio began working with SPA music 
students. Gerald Trevor worked with HSMA string music students. 
609 
1984 HSMA and SPA relocated to the unfinished Lincoln Center facility. 
Music courses were interspersed throughout the day; no block scheduling. 
1986 HSMA celebrated its 50th anniversary. 
1987 Richard Klein retired as principal. 
The BOE appointed Paul Saronson as principal. 
Vocal department students performed Jesus Christ Superstar in the school 
lobby. 
1988 Vocal department students perfonned West Side Story in the school lobby. 
Concert hall opened in December with an inaugural concert performed by 
the LaGuardia Symphony Orchestra, soloists, and chorus. 
1989 New Music Singers elective established for students to compose, record, 
and perfonn contemporary music. 
1990 Vocal depatiment students perfonned Hansel and Gretel, by Engelbert 
Humperdinck in the newly-opened concert hall. 
HSMA celebrated the 50th anniversary of the first graduating class. 
Little Flower Theater was completed . 
1991 Gabriel Kosak off retired as chairperson of the instrumental music 
department. Gerald Trevor became coordinator of the instrumental music 
department. 
1992 Edith Del Valle retired as chairperson of the vocal depatiment. 
Michael Lirtzman became coordinator of the vocal depmiment. 
Gospel chorus perfom1ed its 23 rd anniversary concert at the school. 
Mid-1990s 
Saronson and the School Leadership Team established the school's dual 
mission of pre-conservatory training and pre-college preparatory academic 
education. 
1995 Two woodwind ensembles won the Chamber Music Society of Lincoln 
Center' s chamber music competition and perfonned at Alice Tully Hall. 
1996 Senior Jazz Band won first prize in the inaugural '·Essentially Ellington 
Jazz Competition'· at Lincoln Center. 
1997 NYCDOE appointed Bernice Fleischer as assistant principal of the music 
depmiment. 
Vocal music curriculum was re-written . 
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1998 James Galway visited the school and held a master class for flute students. 
SPA celebrated its 50th anniversary. . 
1999 Senior Jazz Band won first p1ize in the "Essentially Ellington Jazz 
Competition," at Lincoln Center. 
2000 First reunion semi-annual concert of the new millennium. 
Albert Glinsky, M&A '70, composed and dedicated Corona: Fm1fare[or 
a New Millennium to the school. 
2001 Anna Ext retired after 45 years of teaching at the school. 
2002 Saronson resigned as principal. The school ' s superintendent appointed 
Kim Bruno as LaGuardia ' s next principal. 
A piano quintet and a woodwind ensemble won the Chamber Music 
Society of Lincoln Center' s chamber music competition and perf01med at 
Alice Tully Hall. 
2004 Carl Johnson established the vocal department ' s first Show Choir. 
LaGuardia Arts HS celebrated its 20th anniversary and unveiled new 
school logo to accompany its shortened title. 
2009 LaGuardia Arts HS celebrated its 25th anniversary with 4-day showcase 
perfonnances by all the studios. 
2010 The Blackboard Awards recognized LaGuardia Arts HS as the 
Outstanding High School for the City ofNew York. 
2011 Alumni and Friends Association established a relationship between the 
school and Lincoln Center' s various perfonning groups. 
LaGuardia Arts HS, originally identified as the HSMA, has managed to surpass 
LaGuardia ' s hope and dream that it become one of the country's outstanding high 
schools within five years of establishment. Some BOE members were concerned that the 
establishment of such a school would diminish the regular high schools ' music 
depm1ments but there is no data to supp011 this claim. SPA 's contribution to the 
profess ional perfonning field has been immense and should be documented as such. 
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LaGuardia Arts HS's legacy is that it "opened the door for future performing arts schools 
across the country." 1410 
Summary 
LaGuardia Arts HS is New York City's only specialized perfonning arts high 
school. It maintains a dual-mission of providing students with a pre-conservatory mis 
training and a college preparatory academic education. However, the school's mission is 
being challenged as city, state, and national education departments place added emphasis 
on academic subjects pushing atis education to the periphery. Students who started their 
high school careers under Bruno ' s administration quickly recognized and responded 
negatively to the modifications she enforced in the school's program. Some regarded 
those modifications as detrimental to the school ' s atis program. Duran remembers, 
"Academics were starting to be emphasized more by the time I was a senior [2007-2008], 
but it's supposed to be an arts school. I fee l that because they're so caught up in trying to 
meet NYC requirements in tenns of academics that they' re affecting the atis." 141 1 
Hornsy-Selvin also noticed the change, "LaGuardia A1is changed from being the school 
of my dreams to becoming a nightmare because of all the administrative changes and cuts 
141 ? 0 to the mis program." - A recent alumna, who graduated m 2010, also acknowledged 
that the school "really started scrutinizing the transcripts" 141 3 the year after she was 
141 0 David Maxwell interview with Peri s Alban, July 9, 2010. Manhattan, NY. 
141 1 Darryl Duran interview with Peris Alban, August 31 , 2010 . Rego Park, NY. 
14 12 Brandon Hornsy-Selvin interview with Peri s Alban, August 1, 2010. Huntington 
Station, NY. Hornsy-Sel vin also graduated in 2008. 
1m Alumna interview with Peri s Alban , .Jul y 20 , 20 I 0. Manhattan , NY . 
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accepted. Lior Evan, a parent of a recent graduate admits that juggling the school's dual 
mission is a challenging one. "If cuts have to be made they probably should be done in 
the academic electives because the school is a performing arts high school. That ' s why 
students have chosen to go there, but it is a huge dilemma." 1414 After all , LaGuardia 
helped establish the school for talented and gifted students in the arts. 
When Hylan tried to establish a music and art high school in 1924, he did so 
because he wanted to save face with 11is constituents. When LaGuardia managed to 
persuade a reluctant BOE to establish a specialized academic high school that focused on 
music and art, he did so because of his profound love and appreciation for the arts . 
LaGuardia, referring to the school as his "pet," was extremely proud of the students. He 
regarded the HSMA as one of his greatest accomplishments during his tenns as mayor of 
New York City. The HSMA also filled a void in the city' s educational system by 
providing an outlet for talented atis students. SPA, and LaGuardia Arts HS, changed and 
possibly saved countless young lives as well. "I would go there again. As a child from the 
inner-city it changed my life." 141 5 The implication to current politicians and policy-
makers is that arts matter and are important to society. Every city in America should have 
a school such as LaGuardia A1is HS . "Every child should experience the arts . The brain 
is not allowed to fully develop otherwise," 14 16 contends Washington, the school ' s upper 
strings teacher. 
The majority ofHSMA students did not continue with music and art studies in 
14 14 Lior E van phone interview with Peri s Alban, November 12, 20 I 0 . Evan ' s so n 
graduated in 2011. 
1415 Cory Mays phone intervi ew with Peris Alban. August 13 , 2010 . 
14 16 Paula Washington interview with Peris Alban, May 6, 2010 . Manhattan , NY. 
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post-secondary institutions, and this trend continues at LaGuardia Arts HS. Many decide 
to become lawyers, enter the field ofmedicine, business, and become teachers . However, 
current students and alumni attested to the exceptional education they received at the 
school. It taught them discipline, taught them how to problem-solve, how to work in 
groups, provided them with a diverse outlook on life, and afforded them a well-rounded 
education. As Jackson, a 2006 alumna noted: 
I'm a well-rounded lawyer. I'm so grateful for the entire La! experience. Even 
now when I go on job interviews I still mention the flute and playing at La! The 
interviewers are so interested to hear that because they don' t want to hear another 
applicant who sounds the same as the previous one. They want to hear that you 
actually have a life. I appreciate it because it gives me something different to 
discuss. I will always be grateful for my time there. 1417 
When SPA was established, members of the advisory commission hoped that 
professionals in the perfom1ing atis field would send their children to the school. 
Members of the commission also continued their involvement with the school by offering 
advice and encouragement to both teachers and soon-to-be-perfonning artists . 
Professionals do continue to send their children to LaGuardia Arts HS, although on a 
much smaller scale, 141 8 and they do visit periodically to teach master classes. 
Alumni from the two independent schools maintain that LaGuardia Arts HS ' s music 
curriculum has been compromised due to the effect ofthe NCLB Act of2001. Some 
junior high feeder-schools have been lost, and the music department has cmiailed classes 
and eliminated music electives. The school also does not mandate students to take private 
music lessons, which had been a SPA tradition. The NYCDOE ' s argument , thus the 
14 17 Crystal Jackson intervi ew with Peri s Alban, August II , 2010. Rego Park, NY. 
141 8 W ynton Marsa li s, Madonna , Arturo O'Farre ll , and Paula Washington have sent their 
children to the school. 
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school ' s as well, is that it is a public school that educates students from all socio-
economic walks oflife. Yet the SPA made provisions for students who suffered 
economic hardships. While the quality of perfonnances remains high at the school, 
alumni and faculty believe it is because of those students who attend Saturday pre-
conservatory programs. As one student stated, "I got frush·ated with orchestra rehearsal 
because of student standards. As a section co-leader I hied to correct mistakes but even 
I f h d dod ' 0 , )41 9 t 1en, some o t e stu ents I n t get It. 
LaGuardia Arts HS, although the city' s only specialized perfonning arts high 
school , is not the only school that currently offers a performing arts education to high 
school students. Within the last decade the Frank Sinatra School of the Arts in Queens, 
Celia Cruz High School in the Bronx, Fordham Perfonning Arts High School also in the 
Bronx, and Grammarcy Arts High School in Manhattan offer talented students an 
alternative arts education in a smaller school setting. LaGuardia Arts HS no longer has a 
monopoly on arts education in the city and loses excellent students who choose one of 
these other schools. Furthennore, since September 11 , 2001, some parents disallow their 
children from travelling to Manhattan from the outer-boroughs. Therefore, these students 
are forced to apply to perfonning mis schools located within their own boroughs and do 
not audition for LaGuardia Aiis HS . 
An emerging trend in education over the last few years has been focused on small 
school s/cl ass instruction. When the BOE decided to merge the HSMA and SPA it did so 
because the board believed that SPA, with a roster of 600 students, was too small to be 
JW J Current student phone interview w ith Peri s Alban, May 23, 20 I 0 . 
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organized as an independent institution with its own facilities. The school operated in a 
decrepit building, yet out of that came beautiful artistry. It nearly seemed as if the 
decrepit nature of the building added to the beauty of the art. When Keller retired, the 
BOE was left in a quandary as in how to successfully keep the school open. The BOE 
ignored the advisory committee and Keller' s recommendations for SPA's continued 
success. The merger was a show of complacency on the part of the BOE that never 
considered the ramifications of merging a pre-professional vocational school with a 
specialized academic high school that focused on music and art instruction. SPA lost its 
block scheduling in music, and lost its fight with the UFT, who mandated the hiring of 
licensed teachers as opposed to professional teachers once the schools relocated in 1984. 
Keller argued that hiring professionals in the field was a must for a school such as SPA 
since they had experience as professional perfonners within their respective disciplines. 
LaGuardia Arts HS veers toward the HSMA 's philosophy and mission that 
emphasized the academics with the inclusion of an mis education. SPA was performance-
based, and Keller developed a dual track academic program that allowed students to 
choose which track they wanted. One track led to college while the other led into the 
professional field directly upon graduation. SPA was a music vocational gem that was 
ultimately subsumed by the HSMA. 
SPA alumni seem to have never recovered from the merger, as they tend to keep 
to themselves when the Alumni and Friends Association (A&F) organize the annual June 
reunions . Perhaps, to a ceJiain degree they have a right to feel hurt and betrayed . 
Although the BOE and Richard Klein, then principal , promised SPA personnel their 
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school 's vocational mandates, mission, and the emphasis on a performance-based music 
curriculum would be kept intact, the reality is that it wasn't. SPA personnel also had to 
fight to have the name of the school recognized in the title of the merged school, which 
didn ' t materialize until nearly five years after relocation. The cunent A&F Association is 
heavily skewed in favor ofHSMA alumni who serve on the board with LaGuardia Arts 
HS alumni. The association rarely makes mention of SPA alumni in their bi-annual 
newsletter, LaGuardia Update either. This perceived alienation on the part of the alumni 
organization has not, in the mind of SPA alumni , made them feel welcomed in alumni 
events and activities. 1420 
Unlike the HSMA, SPA never operated as an independent institution. With its 
establishment in 1948, it became an annex of Metropolitan Vocational High School. In 
1961 , the school became a division of the HSMA. After relocation, SPA was identified as 
the Fiorello H. LaGuardia High School of Music and the Arts. Saronson finally 
persuaded the BOE to amend the school's title to the Fiorello H. LaGuardia High School 
ofMusic And Ati and Performing Arts in 1989-1990. Bel Kaufman, who taught English 
at SPA for many years, refers to the school as "the little school that was." 142 1 
LaGuardia Arts HS has a rich history and it must be aware of its roots . However, 
the school must also forge its own destiny--especially if it is to survive in the 21 st century. 
The school remains seeped in the western European classical tradition, and jazz studies is 
rooted in the standards of such greats as Cy Coleman, Duke Ellington, Billy Strayhorn, 
1420 This trend might be changing since A&F organizied a Gala Event on May 20 11i , 20 13, 
to honor Ben Vereen, who graduated from the SPA · s drama department in I 965. 
14
:>
1 Bel Kaufrnan interview with Pe1is Alban, March 30, 2010. Manhattan, NY. 
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Gil Evans, John Coltrane, Jimmy Heath, and Charles Mingus. Rehearsals for the most 
part are run non-democratically. Conductors give instructions without much collaboration 
from the students. Contemporary music study is also on the music curriculum' s periphery 
offered through elective courses such as the New Singers Music class and the Show 
Choir class. The annual Rising Stars production allows students to perfonn current music 
such as rap and hip-hop. David Elliot's praxial philosophy of music education is very 
much alive at the school because of the emphasis on what he identifies as "musicing. " 1422 
Yet there seems to be a disconnect between what music students listen to in their leisure 
time, either alone or among friends, and the music they must learn in school. Bowman, 
Regelski, Jones, and Allsup believe this dichotomy challenges music educators because 
there is no easy solution to its successful remedy. For these music educators there must 
be a connection between what students learn in music class and the types of music they 
are involved with outside the confines of school. Music education, otherwise, takes place 
in a vacuum and students fail to understand its relevance in their lives. LaGuardia Arts 
HS might be at a crossroads in similar fashion to those conservatories that were 
established to perpetuate the European classical-style training here in America. Some 
institutions of tertiary education, such as the Peabody Institute and the New England 
Conservatory modified their curriculum in order to survive. Others chose not to modify 
their curriculum, which resulted in mergers with other institutions 1423 or in their eventual 
14
"" For a detailed di scussion on E lliot" s definition of the term and to understand hi s 
philosophy of music education see David .l. Elliot , Music Matrers (New York City: NY, Oxford 
University Press , 1995). 
142
' C incinnati Conservatory of Music and the College of Music of Cincinnati merged and 
eventually became aHiliated with the Uni versity of Cincinnati. 
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demise. 1424 
Cunent teachers are unsure of LaGuardia Arts HS 's future but hope that the 
school will continue providing an arts education to city students. Washington 
acknowledges, "It is not entirely in the school's hands since the NYCDOE doesn ' t 
understand what it takes to mn an arts school," 1425 such as LaGuardia Arts. Marwah also 
made an astute observation that cunent NYCDOE administrators grew up during the 
1970s when arts were cut from the city's public schools. "Not having experienced it 
themselves, they see no value in it in schools today. " 1426 As long as the school has a 
dedicated faculty, an understanding administration who adheres to the school's dual-
mission, and passionate students, LaGuardia Atis HS will continue to prepare students for 
a life-long love of and participation in the arts. 
Contributions to Music Education 
··Without art, the crudeness of reality would make the world unbearable. " 1427 
This study has several implications for the music education field. Alumni and 
LaGuardia Arts HS students were grateful for an opportunity to attend a school dedicated 
to the arts, in particular--music. The students interviewed claimed that the schools saved 
their high school careers because they were allowed to express their creativity. These 
students ' stories suggest that educators, policy and political leaders who detennine 
1424 These included the Chicago Conservatory of Music, the American Conservatory of 
Music, the Philadelphia Conservatory of Music, and the National Conservatory of Music. For a 
detailed di scussion see Chapter 1 of cutTent study. 
I-J:') Paula Washington interview with Peris Alban, May 6, 2010. Manhattan, NY. 
I-J:~(, Deepak Marwah int erview with Peris Alban, July 2, 2010. Rego Park, NY. 
14
:'
7 George Bernard Shaw. Bock ro Merliuseluh. 1921. 
educational policies should consider music education as essential to any school 
curriculum. 
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Philosophy and mission statements are at the core of successful schools. When 
HSMA and SPA were merged for convenience sake, core values were jeopardized even 
nullified--as was the case with the SPA. Their histories highlight the importance of a 
unified mission among administrators, policy makers, and faculty . In addition, music 
programs would benefit greatly from principals and/or other personnel within the 
schools ' administrative depatiment who possess an understanding of the arts, but also 
value the arts education. Without value and understanding of music and the arts, there is 
potential for poor leadership in delivering high quality arts programs for students. 
Mayor Fiorello H. LaGuardia established the HSMA in 1936 as part of his 
grander aim to beautify a city that was run clown and corrupt. He believed that providing 
opportunities to experience music and art would uplift the lives of all New York City' s 
citizens. He also hoped that HSMA students would someday give back their talents to the 
city by continuing their involvement in the atis. LaGuardia, when addressing graduates at 
the school during WWII in 1941 , encouraged them to continue on their artistic path 
because society needed beauty to counteract the ugliness of war. LaGuardia ' s charge 
proved prophetic when, after the September II 111 2001 World Trade Center Attacks, 
LaGuardia A1is HS students organized a memorial concert at the school to honor the 
victims and heroes. Music education (and the arts) must continue for the benefit of 
society otherwise, in the words of George Bemard Shaw, living with "crude reality" 
wou\d be unbearable. Continued education in the mis then , pa1iicularly music, will equip 
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students with the necessary skills and understandings to navigate such tragedies while 
empathizing with others. 
Potential Future Research 
The history of the HSMA was well documented in Steigman's book, Accent on 
Talent: New York 's High School ofMusic and Art, 1428 which documented the school ' s 
history from his appointment as principal in 1937 to his retirement in 1959. This present 
study has brought the HSMA' s history up-to-date to 2011. This current study has also 
documented the history of the music department of LaGuardia A1is HS from 1984 to 
2011. Future education historians should also chronicle the current school ' s drama, 
dance, art , and technical theater departments. Keller documented SPA's vocational 
training in general terms in his book, The Double-Purpose High School. 1429 Keller did not 
provide an in-depth history of SPA. This "little school that was," is far too important to 
be forgotten. Its contribution to the professional field of the mis is unquestioned. When I 
interviewed Michael Howard in 2010, he stated the following: 
One of the reasons I wanted to do this interview with you is that I'm pleased that 
you are doing this. You are making a history of it [SPA] , recognizing it as 
something serious and important, worthy of a doctorate, worthy of an 
examination, wmihy of recognition. I was only on the periphery, but there are 
people who dedicated their careers to teaching at the school. 20 years, 25 years, it 
was wonderful. 1430 
This cunent study is the beginning of such documentation but is by no means complete. 
14n Benjamin Steigman, Accenl on Talent: NeH' York's High School of'Music ai?d Art , 
(Detroit , MI: Wayne State University, 1964). 
142 ~ Franklin J. Keller, Th e Double-Purpose High School, (New York City, NY: Harper 
and Brotl1ers Publi shers, 1953). 
14
.1
11 Michael Howard interview with Peri s Alban, March 13, 2010. Brookl yn, NY . 
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No studies to date have chronicled the contributions that were made by key music 
personnel to each of the three schools ' music departments. They include, but are not 
limited to, Alexander Richter, Julius Grossman, Edith Del Valle, Gabriel Kosakoff, and 
Justin DiCioccio. 1431 Their personal stories are important because they helped shape each 
of the schools' music curriculum. 
A comparative study between the Frank Sinatra School of the A1is, established in 
2001, and LaGuardia Arts HS should be conducted. The Frank Sinatra School is 
successful but does not offer a dual-mission education. A study that documents the 
number of graduates from both schools that continue with music studies after graduation 
should be included in the study. Similar studies to this current one should also be 
conducted on the nation ' s other high schools that provide an arts education to young 
people. This would further contribute literature to the annals of music education research. 
Finally, a study that documents the curtailment of funding and its impact on specialized 
perf01ming arts high schools programs across the nation is wananted. Citizens, arts 
educators, and arts administrators could then utilize such a study to petition city and 
state public officials on the local and national level to reverse this trend. John Fitzgerald 
Kennedy had a dream that America would not shy away from the mis but would instead 
embrace them. It is time for America to fulfill Kennedy ' s dream. 
14
.\
1 On January 28 111 , 2013 , the A&F honored Justin DiCioccio at LaGuardia Arts HS. The 
event, ·'Forty Years of Jazz Fame,' · honored DiCioccio for hi s contribution to jazz education. 
Among the performers were jazz alumni from all three school s. cunent and fom1er jazz teachers , 
and jazz luminaries such as Paquito D. Rivera . Arturo o· Farrill and John Pizzarelli . 1 attended 
the perfom1ance . 
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1! 1 - ··) ; ' .I "' ,.! ·- / / 
, !;[;· I ;// r· 
., ~- I,.,_. )f _; :.' 
'f' ~ 1.1 - {/ ""'V 
Thomas Gold, Ph.D. 
Director of External Research 
c: Barbara Dworkowitz 
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Research and Policy 
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Room 309 
New York, NY 10007 
1 (212) 374-7659 tel 
1 (212) 374-5908 fax 
December 1, 20 I 0 
Ms. Peris Alban 
99-32 66111 Road . Apt. 9L 
Rego Park, NY 11374 
Dear Ms. Alban: 
628 
1 am happy to inform you that your continuation study, "Fiore ll o H. L.aGuardi a 
High School of MLtsic <md Art and Performing Arts: A Hisrory.' ' has been approved 
by the Jnstitutional Review Board (IRB) of the New York City Department of 
Educat ion. 
Approval by this office does not guanmtee access to any particular schoo l, 
individual or data. It is your responsibility to make appropriate con tacts and get the 
required permissions and consent before initiating the study. Participation in yo ur 
research must be sirict lv voluntarv . 
Yom report of the study should not include the identification of the region, distr ict, 
any school, student, or staff member. A coding system should be used if necessary. 
Please be aware that all researchers visi ting schools wil l need to have thei r 
fingerprints on file a t the Department ofEducat.ion prior to tlw start of field work. 
Please remember when requesting permission to conduct resea rch to submi t 811 
Approval to Conduct Research fonn for each participating school , a copy of the 
Proposal Summary fom1, and this letter to the superintendent and/or p rincipaL The 
Approval ro Conduct Research forms must be returned to the Research and Polity 
Support Group in order for you ro begin your research. 
Please. send us a copy of your final report as we are most interested in the results of 
your research. Moreover. we require a study abstract \Vhich includes all study 
findings tor om records. Please send an electronic copy of the documentation or 
your research to RPSGresearch@schools.nvc.gov or send a printed copy to : 
Research and Po li cy Support Group. NYC Department or Education , 52 Chambers 
Street Room 309, New York, NY 10007. 
Department of 
Education 
Joel I. Klein 
ctwncelior 
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1v1s. Peris Alban - 2- December 1, 20 I 0 
If you have any ques tions abour implementing your research, please contact u 
(212) 374-7659, or by e-mail RPSGrescarch :i[:?~hs2<JiS.J.)}_C_,_gQy. 
Sincerely, 
/·~-\ r-'- / I ·'-!::.-: .. - · \C .... -
, ~Ia;--G,..;\,'ffl~, Ph.D. 
Chair, Institutional Rcvicvv Board 
c: Jennifer Bell-Ellwanger 
Barbara Dworkowitz 
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APPENDIX C 
APPROVALS FROM LAGUARDIA ARTS HIGH SCHOOL 
Subject: RE: dissertation proposal acknowledgment 
Date: Fri, 19 Jun 2009 09:05:55 -0400 
From: JSommer@schools.nyc.gov 
To: harpsaway@hotmaiJ.com 
CC: KBruno@schools.nyc.gov; SStembe@schools.nyc.gov; BFleisc@schools.nyc.gov; 
steve.asher@alumniandfriends.org; KRodi @schoo ls.nyc.gov 
Hi Peris, 
Assuming that the DOE has already given its approval for you to proceed with this 
project, LaGuardia HS itself acknowledges and approves of the fact that you wi ll be 
conducting historical research on the school from its fom1ative years to the present. 
The school will cooperate with you on this project to the fu1lest extent possible and we 
look forward to adding your research to our historical catalog. 
Sony for the delay and we wish you good luck with this endeavor. 
J. Sommers AP Organization 
Fiorello H. LaGuardia High School of Music & Art and Perfonning A11s 
Tel: 212-496-0700 x2237 
Fax: 212-724-5748 
M 
\0 
11 Research and Policy Support Group 
11J 52 Chambers Street 
Room 309 
New York, NY 10007 
APPROVAL TO CONDUCT RESEARCH IN SCHOOLS/DISTRICTS 
ncipal: 
;rch study described in the Proposal Summary has been approved by the Proposal Review Committee (PRC) of the New York City 
nt of Education. (See the signed Approval Letter) This researcher is now seeking principals willing to cooperate in the study. Please sign 
JLI agree to have your school participate in this study. 
o begin the study, the researcher must return this form- signed by the principal of each school that will be participating 
:dy to the Research and Policy Support Group before data 'collection begins. 
·searchers who need to be in schools must have fingerprints on file at the Department of Education prior to field work. 
1ere data collection includes information from records, school personnel must ensure that confidentiality is preserved. 
, .. - _,_ -.... l 
.er/Principallnvestigator · -j ·-~:i~!f 1 .. ; /\\ ! ,,~ . ,., 
/ . ~ I 
·udy C-t ~~I ? J l "-' ,(_.\ 1 .·1 -:;; : , ,, i ,..\ .. '\ .. A] I·-· ·I+ '. J> 1 t . ,·,.(-,,.{ 11· ' \ ' ' l ', '- " 't \. f ·~ v· ; .,_ -,_i. e ,; 1 • ! \ ' , ~ 1 > j f \ , \ ~ ') . \,' ; 
·,j 
• Will Involve: - --------- - ---
3rating s~~~ol - SchooiATSC<i~. - - ... Grade (s) ~-- -~-:-mber of N~~~~~-~; ----·T-start Date _of .. i 
(DBN dlstnct-boro-school 1 Classes Staff/Pupils ; Data Collecnon ' 
, number) , . · j j r~ \;Jc· ( .. t ,, \)-\- I l ) ··"-r" I ;-l j "a t-\ r,\,Aly·, .t..\cU\ ,'.n?t/ ·) ._ •. ·; r~ .... (., '<'" \.;,v . •. :k'?. (.·.·r: ·- -·- -4.i l u-. T':-5 ___ __ - --
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EDUCATION-
• Boston University, Doctorate in Musical Arts in Music Education September 
2013 
• Teachers College, Columbia University- ED.M in Music and Music Education 
October 2005 
• NYS Education Department-Public School Teacher Certificate-Music-
Professional 2008 
• Trinity Lutheran Seminary- Masters ofTheological Studies in Church Music 
(piano, organ, choral direction) June 1993 
• Manhattan School of Music- Masters of Music May 1986 
• The Royal Academy of Music- Honors Degree G.R.S .M. July 1984 
• Diploma in Harp Perfonnance-L.R.A.M. April 1983 
TEACHING EXPERIENCE-
Russell Sage Junior High School-Queens, NY-September 2012-Current 
• Choral Program for Grades 6-8. 
• Responsible for Winter, Black History Month, Spring Concerts and Graduation 
PS/MS 194- Bronx, NY- September 2009- 2012 
• General Music Program for Grades 6-8. 
• Choral Program for Grades 6-8. 
• Select Chorus Grades 3-8 . 
• Responsible for Winter, Black History Month, Spring Concet1s and Graduation 
Preparations. 
Intennediate School 204-Long Island City, NY-September 2006-2009 
• General Music Program for Grades 6-8, based on New York City Depat1ment of 
Education BluePrintfor Teaching and Learning in the Arts. 
• Theory/Sight-Singing Instruction for Grades 6-8. 
• Choral Program for Grades 6-8. 
• Responsible for Winter and Spring Perfom1ances and Graduation Perfonnance. 
North Shore Middle School , Glen Head, NY-Aug. 2005- Aug. 2006 (.8 position) 
• Developed a three year General Music Program for Grades 6-8, based on The 
National Standards for Music Education and The National Education Technology 
Standards. 
Vincent Smith School, Port Washington, NY- Sept. 2004-Aug. 2005 (pat1 time) 
• Grade 5-8 , School for Special Education Children and the Reluctant Leamer. 
• General Music 
• Recorders 
Grace Lutheran SchooL Malverne. NY- Sept. 2004- June 2005 (part time) 
• 
• 
• 
Teach K-6TH Grade 
General Music 
Chorus 
Holy Trinity Lutheran Community School, Hollis, Queens- Sept. 1999- June 2004 
• Developed the Music Program for Pre-K through 81h Grade 
• General Music-Classical; Jazz; Pop and Rock; World Music; Broadway 
Musicals 
• Chorus 
• Recorders and Bells- Music Theory and Sight Reading Reading. 
Developed and directed the After-School Music Program-
• Group Drum Lessons 
• Group Piano Lessons 
An·anged and directed five musicals for the Spring Program-
• "A Musical Tour through Song And Dance." March 2000 
• "The Road Thus Far." March 2001 
• "A Salute to Broadway." April 2002 
• "Motown," April 2003 
• "A Tribute To Disney", April 2004 
PRIZES AND AWARDS-
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• American Harp Society- Young Professional Division- June 1993-Semi-Finalist 
• Meadows Foundation Young Artist Competition-June 1987-Winner 
• Concerts Atlantique Touring Artist Program- May 1987-Semi-Finalist 
• Manhattan School of Music Full Scho1arship-1985-86, highest ever awarded a 
harpist. 
• Aspen Summer School of Music Scholarship-1985 
• St. David ' s Welsh Society ofNew York Scholarship-1985-86 
• Scholarships for Master's Degree Program from County ofClwyd, Wales 
• The Welsh Arts Council 
• Manhattan School of Music- 1984- 85 
• John Thomas Harp Prize- July 1984 
• Julia Leney Harp Prize-July 1984 
• National Eisteddfod ofWales Harp Competition Winner- August 1983 
• Helen Read Orchestral Prize- July 1982 
RECORDINGS-
• STEAL AWAY- released Dec. 1996. Selections from Britten ' s "A Ceremony of 
Carols", with The Spence School , NYC, under the direction ofDale Wardlaw. 
OTHER-
• Music Director at Our Savior Lutheran Church , Port Washington-1999-201 0. 
